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ACENOWLEDaUENTS 


This book IS most largely imlobled to the Index of Ainenean Desij^n, National Gallery 
of Art, wliose files of annotated render in jrs and pljo1o^raj>hs of folk seal pt lire were the corner- 
stone of this study and wliose orij'inal photo^rajihs and renderinj^s ni color were made a\a]lable 
for rp])roduction I lake tlie opjiortuniU to express iny api>reciation tor the f?enerous coopera- 
tion on the ])art of Erwin () C’hnsteiisen, Ciiiator of the Index, and Ann Watkins, assistant 
to the Curator 

I also wish to thank all the other institutions and individuals who made available photo- 
graphs here rejirodueed and pro\ided all sorts of information — with speeial gratitude for the 
assistance of the Museum of Modern Art, the Newark Museum, Colonial Wdhainsburjr, Inc , 
the Planners’ Museum, the Uueks County Historical Society, the Downtown Gallery, the In- 
surance Company of North America, the Cij'ar Institute of America, the American Anti- 
(juanan Society for a number of photOf?raf)hs of prravestone poi traits, "iven to the Society by 
Ilamette M Forbes and first published in her Graveslom's of EofJy Nev^ England, Samuel 
M Green, who most generously allowed me to touch upon the content of his nn]nibhshed manu- 
script on Edbury Hatch, Pauline A l*inckney, who loaned several jihotoffraphs which were 
]niblislied in her FfguK'kvads and Thev Caine/ s, the Narraj^ansett Urewing Com- 

])any A\ho provided the color frontispiece, also Ilamette M Forbes, Robert S Kuhn, Joel 
Garber, Anthony W Pendergast, Ileathcotc M Woolsey, (’arl W Drepf/erd, Holger Cahill, 
Lueius Ueebe, Titus C Geesey, and William L Warren 

T am greatly indebted to Edith Gregor Halpert wdio read the book in manuscript and 
made many valuable suggestions, and to Howard Lipmaii who Jieijied and advised me from 
])lans through iiroofs 1 wish to acknowledge the kind permission of Joel Barber to quote an 
anecdote from Wild Fowl Decogs and to reproduce two drawings of decoys from this book, 
of the Vanguard Press to quote tJie gravestone epitaphs from E V MitchelCs an Old New 
England Cusiom , of Old -Time New England to reproduce the early weathervane patterns pub- 
lished in its issue tor October, 1940 

1 want, finally, to call attention to niy large indebtedness to a feAV catalogues and books 
the Newark Museum exliihition catalogue, American Folk Sculpiure , and the Museum of 
Modern Art exhibition catalogue, Amenran Folk Art, from which portions of Holger Cahill’s 
discussions of folk art ha\e been quoted in the Foreword, with his permission and that of the 
two museums (the third paragraph is quoted from the Museum of Modern Art catalogue, the 
j'est from the Newark Museum catalogue) , also the Williamsburg collection catalogue, Ameri- 
can Polk Art by Edith Gregor Halpert, Pauline A Pinckney’s American Figureheads and 
Their Caivers, and Joel Barber’s Wild Fowl Decoys 
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LIST OF ILLUSTRATIONS 


The color plates and Fig 111 were made from Index of American Design renderings, 
all other plates fiom jiholographs of the objects reproduced 

Frontispiece SHIP CHANDLER'S SIGN Polychromed wood Anonymous About 1850 
Provenance unknown About 5' 6" high King Philip Museum, Haftenretfer Collection, 
Mount Hope, Bristol, K I Couitesy Nairaganseit Brewing Company, Cranston, B. I. 
(Color) 


SHIP FIGUREHEADS AND ORNAMENTS 

1 ALICE KAOWLFS on New Bedford 'whaler AUer A'noiHcs Polychromed wood Anony- 
mous 2nd half Ifltli century About life size Courtesij Pauline A Pinckney 

2 SHIP WANDERER, winder of New' Bedford, Mass , built at ALdltaixusett in 1878 Eagle 
at prow carved by Henry J Pumngton of New Bedford Coiifiesy Pauline A Pinckney 

3 TRADE CARD OF LEVI L CUSHING American Antiquarian Society, Worcester. 

4 LADY WITH A figurehead Polychromed wood Anonymous From ship 

Essex, Conn, burned by lintish in 1814 Y 2" high Manners’ Museum, Newport News, 
Va (\?iifiesy National Gallery of Arty Index of Arriertcan Design 

5 FIGUREHEAD OR FIGUREHEAD MODEL Polychromed wood Said to have been 
carved by Samuel MeJntue in Salem about 1805 About 2b" high Peabody Museum, 
Salem, ]\Iass 

6 VICTORIAN LADY — figurehead Polychromed wood Anonymous Pound in northern 
Maine Late 1870 's 5' 6" high Collection of the author 

7 BELLE OF BATH — figurehead Wood painted white wuth gold trim Carved by Charles 

A L Sampson of Bath, Me , for ship Belle of Hath about 1877 The captain’s daughter 
served as model About Sy^ Private collection Courtesy National Gallery of Art, 

Index of American Design (Color) 

8 LADY WITH SCARF — figurehead Wood painted white Carved by Isaac Powle as sign 
for his Boston shop about 1820 b' 4" high Old State House, Boston 

9 COLUMBIA — figurehead Polychromed wood Anonymous Made in a shipyard on Great 
Lakes for a Great Lakes schooner in 1858 4' 7" high Helena Penrose, New York 

10 LADY WITH UMBRELLA — figurehead Polychromed wood Anonymous Found in 
Nantucket, Mass About 1880 5’ 2" lugh Manners’ Museum, Newport News, Va 

11 COLU MBIA — figurehead Wood painted white and gilded Anonymous Found m Virgin 
Islands Early 1.9th century 3' 10" high Downtown Gallery, New York 

12 ANDREW JACKSON — figurehead Polychromed wood. Carved by Laban S Beecher 
of Boston for frigate Constitution in 1834 About 10' high Museum of the City of New 
York Courtesy Newark Museum 

13 FIGUREHEAD OF SHIP CREOLE Polychromed wood Anonymous Made in Wil- 
liamsburg, N Y , in 1847 5’ 9" high Museum of Pine Arts, Boston 

14 BINNACLE FIGURE Polychromed wood Anonymous Made m New York in 1851 for 
clqiper ship N B Palmer 4' 8" high T S & J. D. Negus, New York. 
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IS 


15, INDIAN CHIEF Figurehead from clipper ship Sdihvm, East l^oston, 1875 Probably 
carved by Hastings & Gleason, Boston Life-size (-arncgie Museum, Pittaburgli Courtei^y 
Pauline A Pinckney 

16 SAILOR — figurehead Polychromed wood Anonymous Pound in Maine 2nd half 19th 
century 5' 9" high Loyall Scwall, Bath, Me Courtesy National Uallciy of Aft, Index 
of American Design 

17 GEORGE R SKOLFIELD — figureliead Polychromed Mood Made by Emeiy Jones for 
ship George R Skolfieldf Brunswick, Me , in 1885 T 3" high Mariiieis' Museum, Newjwt 
News, Va 

18 GENERAL PETER R PORTER — figureliead Polychromed Mood A non vinous C^arved 
for steamer General Peter Portei m or near Buffalo, N Y , in 1834 About 18' high 
Buffalo Ilisioncal Society 

19 STERN DECORATION FROM SHIP COLUMBIA ( unknown j Polychromed wood 
Anonymous Found m ('aribbean Sea Early 191 h century Louisiana Slat^ Museum, 
New Orleans Courtesy Pauline A Pinckney 

20 EAGLE FIGUREHEAD J*olvehrometl wood, onginalh gilded Carved by John U 

Bellamy, Portsmouth, N H, lor IT S frigate La)uabi<i in 1880 wing spread 

Manners’ Museum, Newport News, Va 

21 EAGLE AND SNa\KE Eagle painted gold, snake black Anonymous Proveiiauee un- 
known 1st halt 19tli centuiy Said to have been carved tor the cabin ot a ship 27"' wung 
spread Peabody Museum, Salem, Mass 

22 EUNICE ADAMS — Sternboaid carving Polychromed Anonymous Made tor whaling 
brig Eunice H Adams^ Nantucket, Mass, in 1885 1' 7" long Old Dartmouth Historical 
Society and Whaling Museum, New’ Bedford, Mass 

23 STERN PIECE Polychromed wood Anonymous Found at Pi o\ incetow n, Mass Mid- 
19tli century^ 6' 3" long Mrs Edward H Evans, Nantucket, Mass Couitesy National 
Gallery of Art, Index of American Design 

24 STERN CARVING FROM SHIP AMEIUCAh IlsDIAN, built about 1785 at North 
River, Plymouth County, Mass Polychromed wood Anonymous 9' long William 
Randolph Hearst Collection, New York Courtesy Pauline A Pimkney 


WEATHERVANES 

25 GRASSHOPPER WEATHEliVANE Slieet copper witli glass eves Made by “Deacon” 
Shem Drownc tor Faiieuil Hall, Boston, lu 1742 About 30'' long Faueuil Hall, Boston 
Photo by Arihu) Griffin fiom **The Boston Book ” 

26 ILLUSTRATIONS FROM OLD WEATUERVANE (WTALOGUE OF THE IP A 
SNOW CO , INC , BOSTON Courtesy '^Old-Time Netv England ” 

27 INDIAN ARCHER WEATUERVANE Polycliromed w’ood and wire Anonymous 
Pound near Coatesville, Pa Late 19tli century 3b'' Jugli Collection ot the author 

28 INDIAN ARCHER WEATUERVANE Sheet Iron Anon>mous J'rovenaiiee unknown 
— probably Pennsylvania Probably 18th century Mary Aliis, Faiiheld, Conn 

29 INDIAN ARCHER WEATHERVA^E Sheet non Anonvinous Pound in Pennsylvania 
Probably 18th century 17" liigli Colonial Wdhamsbuig, Va 

30 INDIAN ARCHER WEATUERVANE Sheet copper vith glass eyes Made by 
“Deacon” Shem Drowiie ioi Province House, Boston, in 17U) 54" high Massachusetts 
Historical Society, Boston 



14 LIST OF ILLUSTRATIONS 

31 INDIAN ARCHEH WEATHERVANE Polychromed sheet iron Anonymous Found 
in Pennsylvania Early 19th century 51" high Formerly Downtown Gallery, New York 

32 ROOSTER WEATHERVANE Polychromed wood Made by James Lombard of Bridg- 
ton, Me , for the Lombard homestead in Bridgton in 1888 or 1889 20^" long Collection 
of the author 

33 HEN WEATHERVANE Polychromed wood. By James Lombard of Bridgton, Me 
Found on a barn m Wells, Me About 1885-90 21" long Collection of the author 

34 CROWING COCK WEATHERVANE Sheet copper Anonymous Found in New 
Jersey Early 19th century 26" long Colonial Williamsburg, Va 

35 ROOSTER WEATHERVANE Sheet copper Anonymous Found in Massachusetts 
Early 19th century 18" long Colonial Williamsburg, Va 

36 ROOSTER WEATHERVANE Cast iron with sheet iron tail painted red and white 
Anonymous Pound in Massachusetts Mid-19th century 32%" long Museum of Art, 
llhode Island School of Design, Providence 

37 SWORDFISH WEATHERVANE Sheet iron painted red Anonymous Found in 
Lahaska, Pa Early 19th century 32" long Collection of the author 

38 DIANA WEATHERVANE Sheet iron Anonymous Found in Hartford, Conn Early 
19th century 27" high Downtown Gallery, New York 

39 ANGEL WEATHERVANE Polychromed wood Anonymous Originally from Hingham, 
Muss , used for many years on a boathouse on Old North Wharf, Nantucket, Mass Late 
19tli century 27" long C'olleetion of the author 

40 MODEL FOB HORSE WEATHERVANE Unfinished pine Anonymous Found in 
Middleboro, Mass About 1875 40" long Mary Allis, Fairfield, Conn 

41 FORMAL HORSE WEATHERVANE Cast iron with sheet non tail Anonymous 
Found in Sturbndge, Mass Mid-19th century 20" long Collection of the author 

42 MARE AND FOAL WEATHERVANE Wood painted red and black Anonymous 
Made in Rhode Island about 1850 31" long Collection of the author 

43 PHEASANT WEATHERVANE Sheet iron Anonymous Found in Monterey, Pa 
Early 19th century 30%" long Formerly Downtown Gallery, New York Couttesy Mu^ 
acum of Modern Art 

44 INDIAN SHOOTING DEER WEATHERVANE Copper and zinc Anonymous Pound 
111 Rhode Island Early 19th century 33" long Downtown Gallery, New York 

45 MAN DRIVING PIO WEATHERVANE Polychromed wood and wire Anonymous 
Original owner Captain David West who owned a slaughterhouse in Oxford Village, 
Fairhaven, Mass About 1835 31%" long Old Dartmouth Historical Society and Whal- 
ing Museum, New Bedford, Mass 

46 GODDESS OF LIBERTY WEATHERVANE Zinc and copper, gilded Anonymous 
Made by the Cushing Co of Watham, Mass , about 1865 21" high Holger Cahill, New 
York Courtesy National Gallety of Art, Index of American Design 

47 WHIRLIGIG Polychromed wood and metal Anonymous Pound m Quakcrtown, Pa 
Late 19th century 29 high Downtown Gallery, New York 

48 LIBERTY WEATHERVANE Sheet copper Anonymous Found in Maine After 1886 
43" high Colonial Williamsburg, Va 

49 FIREMAN WEATHERVANE Polychromed sheet iron Anonymous Prom old Friend- 
ship Engine House, Alexandria, Va About 1850 4' 7" high Harden de V Pratt, 
Westerly, R I 
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CIGAR STORE FIGURES AND OTHER TRADE SIGNS 

50 EARLY ADVERTISEMENT OF WILLIAM DEMUTH CO , NEW YORK Cour^ 
iesy Carl W Drepperd 

51 AUTHOR^S MEMBERSHIP CARD FOR THE SOCIETY FOR THE PBESERVA^ 
TION OF THE CIGAR-STORE INDIAN 

52 FIRST INSIGNIA OF THE INSURANCE COMPANY OF NORTH AMERICA 

53 ABERDEEN AND ROC KFISU ENGINE NUMBER -i5 — iron Indian, bionze 
eagle Anonymous Made in North Carolina about 1900 Both about 9" high Courtesy C 
M Clegg and Mixed Tram Daily 

54 CIGAR-STORE INDIAN Polychromed wood Said to have been made by a negro slave 
named Job for a tobacconist in Freehold, N J in the first half of the J9th century 4' 1" 
high FredJ Johnston, Kingston, N Y 

55 & 56 CIGAR-STORE INDIAN — front and rear view Polychromed wood Anonymous 
From a Michigan collection — original provenance unknown Mid-19th century 4' 2" high 
King Philip Museum, Haffenreffer Collection, Mount Hope, Bristol, R 1 Courtesy Na 
tional Gallery of Art, Index of American Design 

57 CIGAR-STORE INDIAN Polychromed wood Anonymous From a Michigan collection 
— original provenance unknown Late 19th century 5' 11" high King Philip Museum, 
Haffenreffer Collection, Mount Hope, Bristol, R I 

58 SENECA JOHN/^ ALIAS ^^THE TIFFIN ^-cigar-store Indian Poly- 

chromed wood Carved by Arnold Kuef of Tiffin, Ohio, about 1890 6' 9" high Edison 
institute, Dearborn, Mich 

59 TRAPPER INDIAN — cigar-store figure Polychromed wood Anonymous Found near 
Stockbridge, Mass Mid-19th century 43" high Colonial Williamsburg, Va Courtesy 
Newark Museum 

60 CIGAR-STORE INDIAN Polychromed w^ood Made by John L Oomwell of Williams- 
burg, N Y., probably in New York City, about 1850 5' 5" high Mrs Walter White, Gates 
Mills, Ohio 

61 CIGAR-STORE INDIAN Polychromed wood Anonymous From a Michigan collection 
— original pro\enance unknown Late 19th century 4' 9" high King Philip Museum, 
Haffenreffer Collection, Mount Hope, Bristol, R 1 Courtesy National Gallery of Art, 
Index of American Design 

62 INDIAN MAID Polychromed wood Anonymous From a cigar counter m an mn in 
Litchfield, Conn Mid-19th century 3' 8" high Mr & Mrs Lester T Beall, Wilton, Conn 

63 SQUAW — cigar-store counter figure Polychromed wood Anonymous Pound in New 
York state 3rd quarter 19th century 33" high Collection of the author 

64 LADY OF F^ASHION — cigar-store figure Anonymous Prom cigar store in Calais, Me , 
where advertised a Squirrel'^ brand of cigar Late 1860 (Collection ot the author 

65 CIG AR-STORE INDIAN Polychromed wood Anonymous Made by a carver in Detroit 
for a Kansas City cigar store between 1865 and 1867 6' high A W Pendergast, Terre 
Haute, Ind 

66 MAN WITH GRAPES — barroom figure Wood, stained olive green with white painted 
eyeballs, and wire Anonymous Prom Wells, Maine 2nd half 19th century 15" high 
Robert Laurent, Ogunquit, Me Courtesy National Gallery of Art, Index of American 
Design 



16 LIST OF ILLUSTRATIONS 

67 BASEBALL PLAYER — cigar-store figure Polychromed wood Anonymous Provenance 
unknown. Late 19th century About r>' high King Philip Museum, Haffenreifer Collection, 
Mount Hope, Bristol, R I 

68 **COL SELLERS^* — apothecary shop sign portraying Colonel Benah Sellers, key char- 
acter in Mark Twain ^s The Oilded Age (1873) Base inscribed “C^ol Sellers^^ and ^‘mil- 
lions in it Polychromed wood Anonymous Y 4" high From Sellersville, Pa About 
1873 Albert Duveen, New York 

69 DARKY — cigar-store figure Polychromed wood Anonymous Stood until a few years ago 
in front of a cigar store in St Paul, Mmn Late 19th century Y high E R Rieff, St 
Paul, Mmn 

70 DANCING DARKY — cugar-store figure Polychromed wood Anonymous Provenance 
unknown 2nd half 19th century About 4' 6" high New-York Historical Society, New 
York 

71 BOOTMAKER'S advertising ladies^ riding boots Polychromed wood Anonymous 

Pennsylvania Mid-19th century 40" high Everhart Museum, Scranton, Pa 

72 CAPTAIN JINKS OF THE HORSE MARINES — cigar-store figure Polychromed 
wood Anonymous Stood for half a century outside Pearey’s cigar store in Newark, N J 
About 1850 6' 1" high Newark Museum, Newark, N J 

73 MILLINER'S SIGN Polychromed wood Anonymous— undoubtedly by a carver of 
cigar-store figures Pro \e nance unknown About 1875 About 5' 6" high Formerly Helena 
Penrose, New York Couite^y Carl W Drepperd 

74 HARRY HOWARD, CHIEF OF THE NEW YORK VOLUNTEER FIRE DEPART^ 
ME NT Polychromed wood Anonymous Carved for a New York fire-house About 1850 
About 8' high New-York Historical Society, New York 

75 REV C AMPBELL— po\ trait at one tune used cigar-store figure Polychromed wood 
Made by unidentified Chicago carver of cigar-store figures for Alan Pinkerton in early 
1880 's About 7' high Robert S Kuhn, Algiers-in-Guilford, Vt 

76 JAIL SIGN Polychromed wood Anonymous Made for Kent (’ounty Jail, East Green- 
wich, R I , in the first quarter of the 19th century 34" high Rhode Island Historical 
Society, Providence 

77 SAILOR — cigar-store figure Polychromed wood Anonymous Provenance unknown 2iid 
half 19th century About 6' high New-York Historical Society, New York 

78 RACE TRACK TOUT — cigar-store figure Polychromed wood Attributed to Charles 
Dowler of Providence, R 1 About 1880-“9() About 5' high Helena Penrose, New York 

79 TAVERN SION Base inscribed “Good Food and Drink ’’ Polychromed wood Anony- 
mous From an inn m Bucks County, Pa First quarter J9th century 3' high Albert 
Duvoen, New York 

80 A— cigar-store figure Polychromed wood Anonymous Provenance unknown 
Late I9th century About 4' high King Philip Museum, Haffenreffer Collection, Mount 
Hope, Bristol, R I 

81 NAVIGATOR Polychromed w'ood Anonymous Hung over door of James Fales^ nautical 
instrument shop, New Bedford, Mass , from 1830 to about 1870 About 24" high Old 
Dartmouth Historical Society and Whalmg Museum, New Bedford, Mass 

82 BLACKSMITH'S SHOP SIGN Wood recently gilded Anonymous Prom a black- 
smith’s shop in Williamsport, Pa Mid-19th century 36" wing spread Formerly Down- 
town Gallery, New York 
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83 FIRE-MARK of the United Fireman's Insurance (>ompauy of Philadelphia ('ast iron 
Anonymous I860 11 long: Insurance Company of North America, Philadelphia 

84 FIRE-MARK of the Penii Fire Insurance Company of Pittsburgh, Pa Cast iron Anony- 
mous 1841 high Insurance ("ompany of North America, Philadelphia 

85 FIRE -MARK of the PhiladelfihiH Coiitnbutionship Cast iron on wood Designed by John 
Stow of Philadelphia 1774 15^/4" high Insurdiiec Company of North America, Phila- 
delphia 

86 of the Insurance Company of North Ainei lea (hist iron Anonymous 1830 
11%" high Insurance Companj^ of North America, Philadelphia 

87 FIRE -MARK of the Fiie Association of Philadelphia Cast iron Anonymous 1825 11%" 
high Insurance ('oniiiany of North America, Pliiladelpliid 

88 FIRE-MARK of the Assoeiat(*d Pnernen s Insurance (Uimpany of Baltimore Cast iron 
Anonymous 1848 121 / 2 " high Insurance Comiiany of North Ameiica, Philadelphia 


CIRCUS AND CARROUSEL CARVINGS 

89 AMERK' A ON TIO II TROPE — wood block foi circus poster Anonymous 

Found HI Connecticut ]\li(i-19th century J2" long Collection of the author 

90 RVBIiEI) PRINT FROM WOOD BLOCK, Fig 89 Made by Ernest Stock in 1947 
Collection ot the author 

91 ** UNITED STA'TES^' — ciicus wagon Polychroined wood Anonymous Made by the 
Bode Wagon Works, Cineinnati, foi Bfirnum 01 Fon'paugh dbout 1875 About 22" long 
Kingling Biotliers, Sarasota, Fia Courta^ij National GalJtiif of Aii, Index <>f Anantan 
Design 

92 DOLPHIN CIRi'UiS WAGON Polyeltronicd wood Probalily a Banmin and Bailey 

wa go tn -maker unknown l^ast quartei 1 9th century About 15' long Kingling Brothers, 
Sarasota, Fla A oho ant (iollciy oj Art, Imit jr of A»u>ntn) Jitsiyn 

93 ^^THE GOLDEN AGE OF CJIIVALRl ’^^ircus wagon Po[>chiomed wood De- 
signed by George LavMeiiee ioi the Sebastian Wagon (’oinpany in New York City lor the 
Haiiium and Bailee Citeus between 1887 and 1889 16' long Albert Gargaingo, Museum 
of Antique Autos, Pnncetoii, Mass ('oiutcsy National Galltnj of Ait, Index of Amcncan 
Design 

94 ""WESTERN JI EMI SPH ERE'" — eirens bandwagon Po]\ t In oined wood Desigmsl b\ 
John Sebastian and caived bv Pete Bnght tor the Si'basiian Wagon ( onipanv in New 
York Caty in 1884 25' long Last used by C Sparks and burned wuth the lest of the 
Sparks Circus Vouiiesy William L Wanin 

95 MUSES FROM CIRCUS WAGON Wood, oTiginally covered with gold leaf Piobably 
carved by Samuel A Kobb Made lor the Sebastian Wagon Comj)ari> in New Yoik City 
for the Bariium and Baile 3 ' Ciicus about 1880 About 4' 1" hjgli Whlliaiii L Wanen, 
Litchfield, Conn Courit^y National Gallery of Art, Index of Anurican Design 

96 MONKEYS FROM CIRCUS WAGON Wood, originally covered with gold leaf Prob- 
ably carved by Samuel A Robb Made for the Seliastian Wagon Company 111 New York 
City for the Barnum and Bailey Ciicus about 1880 About 4' 2" high William L Warren, 
Litchfield, Conn 

97, CARROUSEL PANTHERS Polychromed wood Made by Charles Louff in Riverside, 
R I, about 1880 About 20" high Island Amusement Co, Island Paik, Tiverton, R 1 
Courtesy National Oallcry of Art, Index of American Design 



18 UST OF ILLUSTRATIONS 

98 CARROUSEL HORSE Wood painted white. Made by an employee of the C, W. Parker 
Amusement Company in Abilene, Kans , in 1 890 4' long Paul D Parker, Leavenworth, 
Kans Courtesy Nattonal Gallery of Art, Index of American Design. 

99 CARROUSEL ROOSTER Wood painted red and white Carved by a cabinetmaker in 
St Johnsbury, Vt , in the last quarter of the 19th century About 4' high H J Halle, 
Pound Ridge, N Y. Courtesy National Gallery of Art, Index of American Design (Color) , 

100 CARROUSEL GIRAFFE. Polychromed wood Made by Charles Louff in Riverside, 
R 1 , about 1888 About 6' high Island Park Amusement Co , Island Park, Tiverton, R I 
Courtesy National Gallery of Art, Index of American Design 

TOYS 

101 TOY POLICEMAN Unfinished pine Anonymous Found m Maine Late 19th century 
19" high Robert Laurent, Ogunquit, Me Courtesy National Gallery of Art, Index of 
American Design 

102 BALANCING TOY Polychromed wood and wire Anonymous Pennsylvania About 
1840 15" high Museum of Modern Art, New York, gift of Mrs John D Rockefeller, Jr 

103 TOY HORSE Polychromed wood Anonymous Pound lu Carlisle, Pa Late 19th cen- 
tuiy 13Vi" long Formerly Downtown Gallery, New York Courtesy Museum of Modern 
Art 

104 HOBBY HORSE Wood painted brown, upholstered saddle, leather ears Made in Ports- 
mouth, N Y , about 1844 by Woodbury Gerrish, by order of Charles J Colcord for his 
son J Edward Colcord 47" long Elliot Orr, Chatham, Mass 

105 TOY DOG Wood ])ainted gray and black Anonymous Pennsylvania Mid-19th century 
16" long Titus C Geesey Wilmington, Del 

106 JOINTED DACHSHUND TOY Polychromed wood, leuthenzed fabric ears Anony- 
mous Found in Pennsylvania Late 19th century 21" long Downtown Gallery, New York 

107 PEACOCK SQIJ EAK-TOY Polychromed papier mdche Anonymous Pound in Penn- 
sylvania About 1875 7" high Mary Allis, Fairfield, Conn 

108 GOOSE WHISTLE Brown pottery Anonymous Pennsylvania Early 19th century 
3 Vi" long Brooklyn Museum, Brooklyn, N Y 

109 JOINTED INDIAN DOLL Sheet tin Anonymous Pennsylvania 2nd half 19th cen- 
tury 13^/^" liigh Mary Allis, Fairfield, Conn 

110 REVOLUTIONARY SOLDIER Polychromed wood Anonymous Found m New York 
Early 19th century 26Vi" high Formerly Downtown Gallery, New York Courtesy 
Newark Museum 

111 DOLL Unfinished pine Anonymous Made by a Swiss carver in New Hampshire about 
1790 About 12" high South County Museum, North Kingston, R 1 Courtesy National 
Galley of Art, Index of Ameruan Design 

112, 113, 114 SCUIMMEL TOYS — rooster, eagle and parrot Polychromed wood Made by 
Wilhelm Schimmel xn the Cumberland Valley, Pa , in the latter part of the 19th century 
All under a foot high Formerly George S McKearm, Hoosick Palls, N Y 

115 GARDEN OF EDEN Polychromed wood Made by Wilhelm Schimmel in the Cumber- 
land Valley, Pa , m the latter part of the 19th century Base 23" x 15l^" Titus C Geesey, 
Wilmington, Del 

116 & 117 SCHIMMEL TOYS — lion and squirrel Polychromed wood Made by Wilhelm 
Schimmel in the latter part of the 19th century. Under a foot high Old Sturbridge Vil- 
lage, Sturbndge, Mass Courtesy National Gallery of Art, Index of American Design 
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118 TOY WHALE Unfinished wood, eyes painted white Anonymous Pound in Chambers- 
burg, Pa 2nd half 19th century 9^^" long Museum of Modern Art, New York, gift of 
Mrs John D Rockefeller, Jr 

119 NOAH*8 ARK Polychromed wood Anonymous Made m Mass, in the first de- 

cade of the 19th Century 16" long Essex Institute, Salem, Mass 


DECOYS 

120 ABORIGINAL CANVAS-BACK DECOY found in Lovelock Cave, Nevada Drawing 
courtesy Joel Barber, **Wxld Fowl Decoys ” 

121 OLD PINTAIL D/fAA’JSJ, reproduced m Fig 123 Drawing courtesy Joel Barber,*^ Wild 
Fowl Decoys 

122 MALE EIDER DUCK DECOY Polychromed wood Anonymous From Monhegaii Is- 
land, Me 2nd half 19th century About 15 long Joel Barber, New York 

123 PINTAIL DRAKE DECOY Polychromed wood Made by John Blair of Philadelphia 
m 1868 for use on Delaware Bay 17%" long Joel Barber, New York 

124 WILD SWAN DECOY Wood painted white with black beak Made by Samuel T 
Barnes m Havre de Gras, Md , about 1890 33Vi" long Joel Barber, New York Courtesy 
Newark Museum 

125 LOON DECOY Polychromed wood Anonymous Pound in New Jersey 2nd half 19th 
century 17" long Colonial Williamsburg, Va 

126 SHORE BIRD DECOYS Polychromed wood Anonymous 2nd half 19th century 
Joel Barber, New York 

127 PLOVER DECOY Wood painted black Anonymous New England 2nd half 19tli cen- 
tury 12" long Formerly Downtown Gallery, New York 

128 SEA LOON DECOY Wood painted black and white Made by Albert Orme, a light- 
house tender in Southport, Me , about 1875 25 long Joel Barber, New York Courtesy 
Newark Museum 

129 LOON DECOY Wood painted black with silver tail Anonymous Provenance unknown 
Late 19th century 11" long Private collection Courtesy Newark Museum 

130 CANADA GOOSE DECOY. Polychromed wood Under side initialed HB Found in 
Danbury, Conn Late 19th century 30" long Collection of the author 


SCULPTURE FOR HOUSE AND GARDEN 

131 HATCHES SIGN Wood painted white with gold letters Made by Edbury Hatch for a 
door of his house m Newcastle, Me , about 1900 8" long Present location unknown Cour- 
tesy National Gallery of Art, Index of American Design 

132 TIMOTHY DEXTER HOUSE Prom 1848 edition of A Picket for the Knowing Ones, 
Blanchard & Sargent, N H 

133 MERMAID — garden fountain Polychromed wood Anonymous Found in Baltimore, 
Md First decades of 19th century 16" high Collection of the author 

134 DEVIL BOOTJACK Cast brass Anonymous Found in Massachusetts Early 19th cen- 
tury About 10 high Formerly Downtown Gallery, New York 

135 STRIDING MAN DOORSTOP Cast brass Anonymous Found m Pennsylvania Early 
19th century* Colonial Williamsburg, Va 
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136 GOAT Polychromed plaster Anonymous Pennsylvania Mid-lOth century, high 
Tjtus C Oeesey, Wilmington, Del 

137 DEER Polychromed Plaster Anonymous Found in Ducks County, Pa Dated 1883, with 
a 15^ price stamped after date 10%" high Formerly Downtown Gallery, New York 
Couriesy Museum of Modern Art 

138 FIREMAN Polychromed jiluater Anonymous Pennsylvania 3rd (juarter 19th century 
14%" high Titus (' Geesey, Wilmington, Del 

139 KRltt KR1NGLE Polychromed filaster with broom-straw switch Pennsylvania 3rd 
quarter 19th century 14Vlj"' high Titus C Geesey, Wilmington, Del 

140 POODLE Polychromed wood Tly Aaron Mounts Made in or near ('arlisle, Pa , in the 
latter part of the 19th century 17*/2'' lor*^ Formerly Downtown Gallery, New York 

141 EAGLE Polychromed wood By Wilhelm Sehimrnel Made in the (’umber land Valley, 
Pa, ni the latter )>art of the 19th centur}" About 3' uiiig spread Formerly George S 
Me Kean n, Hoosick Falls, N Y (Jouriesy Newark Museum 

142 COCK Iron, jiainted lilaek Anonymous Pi()\eimn(e unknown Mi(l-19th century 18" 
high Formerly Harry V Long, (kihasset, Mass (^ourtesy National Gallery of Ar t, Index 
oj Amcru fin Design 

143 EAGLE — said to have been used as dagjxile top Wood ]>ainted bbiek and wdiite Anony- 
mous Found 111 (’onneetient 2nd lialf 19tli centur\ 28" high Colonial Williamsburg, Va 

144 OWL Unfinished pine By Aaron Mounts ISlade in or near Cai lisle, Pa , m the latter part 
of the 19th century 12 Tk” high Foimerly Ptnirose A Edgette, New^ York Courtesy 
National Gallery of Art, Indtx of Amtiuan Design 

145 SQUIRREL BOTTLE Green pol1er> Made by Jolin W Bell’s potteiy, Waynesboro, Pa , 

between 1881 and 1893 high Tilus C Geesey, Wilmington, Del 

146 If ITCHING-POST HEAD Cast non AnoiiMnoiis Found in Miehigan 2nd halt 19th 
century 12" high Mr & Mis Lester T Beall, Wilton, Conn 

147 PROPOSAL Scrimshaw carving made Horn wluile’s Icx'th Anonymous Found in New 
Bedfoid, Mass About 1830 3*/*" lugh Old Dartmouth llistoiical Society and Whaling 
Aluseum, New Bedtoid, Mass 

148 ROOSTER Pol>chromecl wood Anonymous Made in Pennsylvania Mul-19th century 
lOy/' high Museum ot Modem Art, New York, git! ol Mrs John D liocketeller, Jr 

149 SHEEP PIJ DOING MOLD Sheet tm Anonymous Found in Connecticut 2nd half 
19th century 11" long Maiy Allis, Fan field, Conn 

130 CAT DOORSTOP Wood jiainted black and wliite Anonymous From Pennsylvania 
2nd bait 19th century long N(*wark Museum, Newark, N J 

151 LITTLE WOODEN HEN Wood ])ciinted dull gold Anonymous Made on Cape Cod 
about 1833 About 13" lugh Mis John Spring, East Sullivan, Me Couiioiy National 
Oalleiy of Art, Index of A met u an Design 

152 PIGEON Polychromed wood Anony'mous Found in Pottstowm, Pa Mid-19th century 
12" higli Colonial Williamsburg, Va 

133 SEATED FIGURE OF LIBERTY Polv chromed wood Made by Eliodoro Patete of 
Vaste Gerardo, Italy, in Anawalt, W Va , after 1863 About 36" high Robert Hewitt, 
New York Courtesy National Gallery of Art, Index of Amencan Design (Color) 

154 WILLIAM PITT Polyelnoniod wood (’arved by Joseph Wilson for Lord Timothy 
Dexter’s estate in Newburyport, Mass , about 1800 6' 8" high Mrs Arthur M Greenwood, 
Marlborough, Mass Courtesy Metr opohian Museum of Art 



LI8T OF ILLUSTRATIONS 21 

155 HUNTSMAN Polychromed wood Anonymous Said to have been made in a jail in Penn- 
sylvania about 1840 21 high Hobe Erwin, New York 

156 OEOROE WASHINGTON Polychromed wood Anonymous From New Bedford, Mass 
Mid-lf)th century 18" high Mary Allis, Fairfield, ('Onn 

157 MAN ON HORSEBACK Reddish-brown pottery Signed Jacob Fritz, dated 1800 Penn- 
sylvania high Titus C Oeesey, Wilmington, Del 

158 BEAR DOORSTOP Oast iron Anonymous Found in South (’arolina 1st half 19th 
century 4^/^" high Colonial Williamsburg, Va 

159 CAKE BOARD — “Superior'' fire engine Unfinished mahogany Anonymous Penn- 
sylvania, About 1800 14%" long, thick New-York Historical Society, New York 
Courtesy National Galloy of Art, Index of American Design 

160 BUTTER MOLD Unfinished wood Anonymous From the Vanderlyn family, NeI^ York 
state Made in 1752 7" long Senate House, Kingston-on-Hudson, N Y 

161 W EDDIN G FABLE — stove-plate Cast iron Anonymous I^ra<le at I^Iarlbnro Furnace, 
Cedar Creek, Va , in 1768 27^^" wide Colonial Williamsburg, Va 

162 DEER HUNTER — stove- plate Cast iron Anonymous Pound in the Shenandoah Val- 
ley, Va 3rd quarter 18th century 29V^" wide Bucks (‘ounty Historical Society, Doyles- 
town, Pa 

163 THE PLOW — stove-plate (^ast iron Initials TM attributable to Thomas May bury, iron- 
master at Hereford Furnace in Hereford Township, Bucks County, Pa , in middle years 
of 18th century Dated 1847 28^/^" wide Bucks County Historical Society, Doyles- 
town, Pa 

164 STIEGEL STOVE-PLATE Cast iron Made at StiegeUs Elizabeth Furnace at Man- 
heim, Lancaster County, Pa Inscribed “Elizabeth Furnace," dated 1765 27 Vi' wide 
Bucks County Historical Society, Doylestown, Pa 

165 HORSEMAN AND CONVICTS — fire-back Cast iron Anonymous Provenance un- 
known Made between 1750 and 1776 23%" high Essex Institute, Salem, Mass 

166 GATE Wood and iron Made by Hobart Victory Wilton for his front yard in Waterbury, 
Conn , about 1850 41 wide Mattatuck Historical Society, Waterbury, Conn 

167 STATE OF MAINE SEAL Wood painted white Made by Edbury Hatch for ornament 
over ell doorway of his house in Newcastle, Me , about 1900 About 40" long Mr & Mrs 
Henry Beston, Nobleboro, Me Courtesy National Gallery of Art, Index of American 
Design 

168 COAT OF ARMS OF MASSACHUSETTS Wood painted black, and gold By 

Samuel Mclntire Originally over the gate ot Salem Common About 1800 10' long Essex 
Institute, Salem, Mass. 

PORTRAITS 

169 REV WILLIAM gravestone portrait Slate Anonymous Marblehead, 

Mass , 1781 Courtesy American Antiquarian Society 

170 GRIN DALL RAW SON — gravestone portrait Material unidentified By William Codner 
of Boston Meudon, Mass, 1715 Courtesy Amciuan Antiquanan Society 

171 JOHN HOLYOKE — gravestone portrait Slate By Daniel Hastings ot Nc^^ton, Mass 
Newton, Mass, 1775 Courtesy Amencan Antiquanan Society 

172 CHARLES BRIGHAM — gravestone portrait Slate Anonymous Grafton, Mass, 1781. 
Courtesy American Antiquanan Society 

173 POLLY VERY — gravestone portrait Material unidentified Anonymous Salem, Mass, 
1804 Courtesy Amcrnan Antiquarian Society 
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174, BEV SAMUEL RUOOLE8 — gravestone poi trait, Slate Anonymous Billerica, Mass., 
1837 Courtesy American Antiquarian Society. 

175. MRS BETHEAM MOSELEY — gravestone portrait Material unidentified Anonymous, 
Hampden, Conn , 1750 Courtesy Heaihecoie M, Woolsey 

176 HOLMES CHILDREN — gravestone group portrait Sandstone Anonymous East Qlas- 
tonbury, Conn , 1795 Courtesy American Antiquarian Society. 

177 COL. OLIVER PARTRIDGE — gravestone portrait Marble By Solomon Ashley of 
Deerfield, Mass Hatfield, Mass , 1792. Courtesy American Antiquarian Society 

178 SEATED WOMAN Polychromed wood Anonymous Found near Ephrata, Pa Mid-19th 
century 12" high Museum of Modern Art, New York, gift of Mrs John D Rockefeller, Jr. 

179 GENERAL McCLELLAN Polychromed wood Anonymous Pound in Thomaston, Me 
Made in 1862 About 18" high Formerly David Rubenstem, Rockland, Me. Courtesy Na- 
tional Gallery of Art, Index of American Design 

180 BUST OF MILTON Polished mahogany Carved by Simeon Skillin in Boston for the 
pediment of the Moses Brown secretary about 1770-85 6^/^" high Beverly Historical 
Society, Beverly, Mass 

181 HEAD OF CHILD, Polychromed oak Made by Alexander Ames near BuflEalo, N Y , in 
1847 14V^" high Formerly John J Cunningham, New York 

182 MILITARY GENTLEMAN . Polychromed plaster. Anonymous Pound in Lancaster 
County, Pa. Mid-19th century 14" high Formerly Downtown Gallery, New York 

183 HENRY WARD BEECHER Said to have been carved by a farmer named Corbin at 
Centerville, Indiana, during a visit which Beecher made at Corbin’s home some time be- 
tween 1850 and 1860. 21" high Museum of Modem Art, New York, gift of Mrs John D 
Rockefeller, Jr. 
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American folk sculpture was first brought to the attention of the general public through two 
large exhibitions of folk art at the Newark Museum in 1931 and at the Museum of Modern 
Art in 1932 Holger CahilFs prefaces to these two exhibition catalogues are definitive essays 
that sum up the basic character and special quality of the native American sculptures which 
are presented in this book The excerpts which follow are reprinted with his permission . 

These sculptures were made by anonymous craftsmen and amateurs, carvers, carpenters, 
cabinet-makers, shipwrights, blacksmiths, stonecutters, metal workers, sailors, farmers and 
laborers The work of these men is folk art in its truest sense — it is an expression of 
the common people and not an expression of a small cultured class Folk art usually has 
not much to do with the fashionable art of its period It is never the product of art move- 
ments, but comes out of craft traditions, plus that personal something of the rare craftsman 
wlio IS an artist by nature if not by training This art is based not on measurements or 
calculations but on feeling, and it rarely fits in with the standards of realism It goes 
straight to the fundamentals of art — rhythm, design, balance, jiroportion, which the folk 
artist feels instinctively 

[It] has significance for us as a genuine expression of the art spirit of the American 
peojile, and as a demonstration of the fact that talent has never been lacking in America 
even when opportunities for the study of art techniques iia\e been very limited There is 
a remarkable variety of personal styles in these carvings and castings, and a great deal 
of vigor and inventiveness even when the technique is crude and primitive It is among 
objects such as these that w^e must look for the earliest American sculpture, and among their 
makers we may discover sculptural talent of a high order 

There is no doubt that these works have many technical deficiencies from the academic 
and naturalistic point of view, but with the artists who made them realism was a passion 
and not merely a technique Surface realism meant nothing to them It might be contended 
that this results from a lack of technical proficiency The actual reason appears to be that 
the folk artists tried to set down not so much what they saw as what they knew and what 
they felt Their art mirrors the sense and the sentiment of a community, and is an authentic 
expression of American experience 

Until very recently American folk sculpture has been almost without honor in its own 
country Contemporary interest m it began with the modern artists who found m this folk 
expression a kinship with their own w'ork, and a proof that there is an American tradition 
in the arts which is as old as the European colonization of this country, and which la vital 
today A number of artists and collectors have been gathering this material for some years 
not because it is naive, or quaint, or crude, or because of its historical associations, but 
because it has genuine sculptural quality, and because they see m it an evidence of tlie 
enduring vitality of the American tradition 

The story of American folk sculpture would make one of the most fascinating chap- 
ters in the history of the arts of design in the United States When tins folk art is bettei 
known, it will do much toward giving us a better perspective of American art history, and 
toward creating greater respect for the American tradition in the arts 




SHIP FIOHHEHEABS AND ORNAUENTS 


I N BYGONE DAYS a slup Was aliiio.st a human iiidu'idual in the ej'^es of the eiowr, and 
the ship’s name and hei fif;ni(diead pci sonified the special ehuiactev of the ship 
Centuries of tiadition lay helund flie seaman’s feeling of superstition and av/e 
for the fignieliead Idle Creeks and Itomuiis had jilaeed eai \ ed images of llieir gods 
on tlio galleys to idacate those gods, and the figurelieads of the ancient Norse wai- 
ships weie designed to stiiko ionoi into the oiwiiy and scale away their guaidiaii 
spiiits. J)unng the Renaissance in Kurope and the following centuiies in England 
the lavish caiv’ings that oinamented tlie ships hoie ■witness to the wealth and 
strength of the nations that launched them In early Ameiica the ligureheads and 
oinamental caivings Mere ec|iiully repiesentative of the success and tiiuiiiph of 
Yankee ships. Each of these vessels jilavi'd a pait in liuilding the gieat new' nation, 
and the figuiehead s\ mholr/ed the living spiiit of the ship Romantic in conception, 
it also suggested something of the hidden pootiy in the sea captain’s nature, and 
the Clew’s composite sense of the romance of seafaiing 

doseph Coni ad makes diamatically cleai in his story, A Smile of Fortune, that 
the figurehead was looked upon in a vciv peisonal way by the captain and Mas as- 
sociated in his mind Mith the hick of his ship and hi.s own fortunes Injury to or 
loss of the oiiginal Aguiehead M’as consideied an especially ill omen In Coniad’s 
tale the ship’s figuiehead had been lost and a sugge&tioii was made that a new one 
could be secured, foi one happened to be available at a shipvard at that moment 
The disheaitened captain of the headless ship flushed rod as if something improper 
had been suggested, said he would as soon think of getting a new wife, and asked 
w'hethei he seemed “the soit that would pick up wnth nnothei man’s cast-off figuie- 
head?’’ It IS intei estiiig to find in an old newspaper account that when the figurehead 
was removed fiom the ship Centenmal an old sailor piotestcd, “It is enough to 
blanch the faces of old seamen to sail without a figurehead ’’ 

There have been accounts leeording the stiaiige fact that some of the Ameri- 
can figureheads, falling into the hands of ^iouth Seas cliiofs on trading voyages, 
were set up and w’orshiped as idols. No w^ondei then that a ship’s own ciew felt a 
superstitious attachment to tlieii figuiehead, and often earned fragments of wood 
sliced from it in their pockets to bung them luck on a voyage. That American 
sailors endoM’cd these mascot fignies with supet natural qualities is indicated by 
the amusing history of a binnacle figure made in New York in 1851 for the clipper 
ship N. B. Palmer (Fig. 14) This little wooden tar made just one trip to China 
for tea. He M'as then removed because the sailors claimed that the eyes of the figure 
would move at night and distract their attention from the compass. 
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The attitudes of the skipper, the shipowner, and even the ordinary seaman all 
played some part in the ship carver’s approach to his trade. He was used to carry 
on his work in a shop or sail loft near the shipyard and so he was not only schooled 
in the knoMdedge of shipbuilding, but directly acquainted with the ships he was to 
ornament and steeped in the traditions of the sea. 

Each ship required a different kind of carved decoration, which was designed 
to suit the individual ideas of its builder and owner, and which was adapted to its 
basic structure and function. For the prow of a New Bedford whaler the carver 
made a sturdy portrait of the shipowner ’s wife or daughter looking out to sea ; a 
slender white-and-gold maiden with windswept drapery heralded the return of a 
majestic clipper as she entered her Salem port laden with spices and tea and silks 
from the Orient ; a fierce eagle flew from the bow of a frigate built to sail for the 
United States Navy; a portrait of the President stood stiffly at the bow of a hand- 
some new steamboat. When we look today at these weatherbeaten figures jutting 
out from museum walls it is important to try to visualize them, freshly painted, as 
they traveled the high seas at the heads of their ships. 

In order to simplify our discussion we will limit it to a few major types of 
American ship decorations. The early Navy and merchant vessels were generally 
adorned with figureheads and their sterns and quarter galleries were elaborately 
carved. During the eighteenth century both technique and subject matter reflected 
English traditions, and it was not until the nineteenth century that an original 
style was developed. William Rush of Philadelphia executed prow and stern dec- 
orations for many of the early ships, and has become popularly known as our first 
native sculptor. His work does not, however, in any way typify the native carving 
— the subject of this book — which was produced by men who considered themselves 
artisans and craftsmen and never aspired to the title of sculptor. Rush was appren- 
ticed at an early age to a ship carver from London, and as a prominent member of 
the Academy of Fine Arts he worked all his life in an English-style, academic tradi- 
tion. As a sculptor his work might be paralleled with that of Benjamin West m the 
field of painting, and his oeuvre is at the opposite pole of the native tradition that 
we wish to illustrate here. 

The figurehead of Andrew Jackson (Fig. 12), made in 1834 for the Constitution 
by Laban S. Beecher, a Boston carver, is typical of the robust Yankee craft that 
had developed into a vigorous folk art during the nineteenth century. The Consti- 
tution, from the time of her building in 1797, was regarded by the people as a 
symbol of American naval power, and the choice of her third figurehead became a 
national issue. “Old Ironsides’ ’’ figurehead of Andrew Jackson, dressed in plain 
clothes, holding his hat and cane in one hand and a scroll of the Constitution in 
the other, still seems to symbolize the tough endurance and simple dignity of our 
young nation, as personified by ‘ ‘ Old Hickory. ’ ’ 

The huge eagle carved by John H. Bellamy of Portsmouth, New Hampshire, 
was one of the last great figureheads for a Navy ship (Fig. 20). It was made for 
the steam frigate Lancaster when she was reconditioned at the Portsmouth Navy 
Yard in 1880, and Bellamy worked at his carving in a part of the mold loft on the 
second floor of an old granite building next to the dock. When the great eagle was 
finished it measured over eighteen feet from one wing tip to the other. It heralded its 
ship m all the foreign seas where the Lancaster continued her valiant career, and 
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it gloriously represents the old Navy still as it spreads its wings in the confines of 
the Mariners’ Museum at Newport News. 

The whale ships, relatively small, built deep and strong to carry a heavy load, 
were devoted to hard work on long, strenuous voyages. Then small size and stiictly 
utilitarian structure partly explains why carved decoration v as kept to a niinimuin 
and the figureheads were small and plain. As much to the point, in accounting for 
the homely character of whale-ship carvings, is the fact that old New Bedfoid and 



1 . Alice Knowles 


Nantucket, the chief whaling ports, were dominated by (he Quakeis with their dis- 
like of luxury and show. The story has often been told of the fat(‘ of the elegant 
female figure that was carved for the eighteenth-centuiy whale ship Rebecca of 
New Bedford — the Society of Friends disapproved of such and the 

Quaker shipowner felt obliged to remove the head, which was buried in the sand 
at the shore, A generation later the ship Rousseau, built in Philudelpliia, was re- 
modeled in New Bedford as a w'halor under the direction of the shipownoi (leoige 
Howland who had bought her. At that time the fine bust of Rousseau, caivcd by 
Rush, w'as removed and replaced with a simple billethead 

The figureheads and stern carvings made for the whalers aie perhaps the most 
interesting of all as folk sculpture. Warships were most typically decoiated wutli 
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figures of naval heroes and statesmen, clippers with beautiful maidens or Indian 
princesses, steamboats with important personages or American emblems. The 
frugal owner of a whale ship, when he ordered a figurehead, w'ould most likely re- 
quest a simple likeness of his or the captain’s wife or daughter in her Sunday best. 
These unpretentious seagoing portraits seem peculiarly appropriate for the plain, 
stocky whalers, whose routine daily work was hard and dirty. Doubtless the Nan- 
tucket captain and his crew often longed for their trig island homes, with the smell 
of pies baking in the kitchen and the sight of sheep roaming the moors. It must 
have seemed to them that they took a bit of the spirit of home with them when 
their ship w'as named after the captain’s wdfe — simply Nancy, Polly, or Hannah — 
and carried at the prow her buxom image as she appeared in everyday dress at 
home in her parlor or kitchen. 

Typical figureheads preserved from old whalers are simple and natural in 
pose, expression and dress. “Alice Knowles’’ seen here on the whaler named after 
her IS wearing high black boots and an ordinary country dress (Fig. 1), A bust 
figurehead of a neatly dressed young woman named Sally from the eighteenth- 
century whaler of Nantucket that bore her name, now the property of the State 
Street Trust Company in Boston, is one of the plainest Colonial portraits to be 
found. A sternboard carving from the Eumce H. Adams (Fig. 22), a whaling brig 
of Nantucket and then of New Bedford, is a forthright, serene portrait of a woman 
of one of the old New England whaling families. One can imagine that she is about 
to put down her book, look to her chowder in the summer kitchen, and then climb 
to the Walk to watch for the distant sails that would announce the return of a long- 
absent whale ship. 

The famous mid-century clippers, designed for speed, were long, slender ships. 
Their figureheads, which leaned buoyantly out over the water, heads thrown back 
and hair and clothes blown as if facing a brisk wind, were the most glamorous of 
American carvings. At the time of the gold rush a number of experienced marine 
architects were becoming prominent as builders of the clipper ships that sped 
hordes of passengers to the coast. These men conceived the figurehead as an in- 
tegral part of ship design, and so the carved figure became a structural extension 
of the long, converging lines of the prow. Now in a more horizontal position as it 
stood on a scroll which merged into the cutwater, the figurehead was simply carved 
and painted to harmonize with the clean, sleek lines of the clipper. Busts, eagles 
and conventional billets were used, but the full figure was the most popular and the 
most striking. Among the subjects of the clipper-ship figureheads were Indian maids 
and chiefs, allegorical figures, characters from literature and the stage, contem- 
porary men and women, portraits of soldiers and statesmen. These figures all seem 
more flexible and graceful than those that decorated the whalers; they stood lightly 
poised or strode swuftly along with the same ease with which the ship they headed 
cut through the waves. The goddess from the Olory of the Seas, which now adorns 
the stairs of India House in New York and the Indian chief from the ship Sachem 
(Fig. 15) are typical examples. Longfellow, in his pbem The Building of the Ship, 
writes of a clippei ’s figurehead with its carved white robes that seem to flutter in 
the wind. He describes the figure, appearing to pilot the ship as it glides along. 

Guiding the vessel, in its flight, 

By a path none other knows aright ! 
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The age of steam brought a radical change of style to ship carving, for with 
the designing of steam vessels the projecting prow and its coordinated figurehead 
lost their function. Pilot-house eagles, paddle-box decorations and erect figureheads 
replaced the old carvings of stern and prow, and emphasis was shifted to minoi 
inboard decoration. The most striking change was in the style of the figurehead, 
which became as static as the cigar-store figures which many of the carvers, with 
diminishing ship commissions, now began to execute. 

The earlier ships had seldom displayed interesting interior decoration such as 
the carved eagle and snake (Fig. 21) originally placed over a cabin dooi There 
was, however, a good deal of richly carved woodwork designed for the late steamers, 
and Bellamy carved scores of flat eagles finished with incised decoration and red, 
white, and blue paint, which were mounted over the doorways of cabins and of 
houses as well. These ornaments have been reproduced by the hundred, and aftei 
being left out to weather for a season have been sold in antique shops all over New 
England as “Bellamy eagles.” 

The Yankee craftsmen who were responsible for the fine native tradition of 
ship carving in America are too numerous to list. Pauline Pinckney appends to the 
text of her authoritative book on Ameiican figureheads, to which this brief intro- 
duction to the subject is largely indebted, the names of more than eight hundred 
carvers assembled from directoiies, newspapeis, Nav'y iccords, and family papers 
Only a few of the most outstanding carvers can bo mentioned heie As the ship 
carvers also engaged in other types of carving and metal sculpture, some of their 
names will appear in connection with the making of wcathei vanes, trade signs, toys, 
and ornamental sculpture of various kinds 

“Deacon” Shem Drowne of Boston, whose weathervanes are illustrated in the 
next chapter, was also one of the earliest figurehead carvers, immortalized in Haw- 
thorne’s folk tale of Drowne's Wooden Image. 

Samuel Mclntire, renowned for his architcctui al carving, was the son of a car- 
penter and was trained in the Salem shipyards in the latter part of the eighteenth 
century. He executed a great deal of inboard and stei n carving, foi which numerous 
bills exist; and though he presumably carved a numbei of figureheads as well, the 
only one found to date which can certainly be attributed to him is the dainty lady 
holding a medallion portrait of Jefferson, reproduced as Fig. 5 Although this little 
figure, just thirty inches high, has always been coiisideied a figurehead, it seems 
more likely to this author that it was a model carved by Mclntire for full-scale 
execution in his shop. 

Laban Beecher, previously mentioned as the carver of the Constitution’s figure- 
head, and the Skillins of Boston were among the noteworthy eighteenth-century 
ship carvers. Simeon Skillin, whose portrait bust of Milton is reproduced in Fig 
180, Was chiefly occupied with the carving of ship decoration and figureheads. Co- 
operation between ship carvers was very close, and we find that the Skillins weie 
associated at one time with the Dodges, another family of carveis, and that Chailes 
Dodge in turn worked with his contemporary John Mason. 

Isaac Fowle and his sons were another outstanding family of Boston ship 
carvers, and the beautiful figurehead reproduced as Fig. 8, carved by Isaac Fowle 
about 1820, stood in front of the Boston shop to advertise this firm. 
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The Gleasons must be mentioned as another famous family of carvers who ex- 
ecuted many fine fig^ureheads for clipper ships. 

The firm of Joseph Wilson & Son of Newburyport was primarily known for 
ship carvings, but also attracted public interest with the figures of famous men 
executed for Lord Timothy Dexter which are discussed in another chapter. 



2. Ship Wanderer 


We have mentioned John Bellamy who was for many years attached to the 
Portsmouth Navy Yard in New' Hampshire. He also maintained private workshops 
in Poitsmouth and acioss the iivei at Kittery, Maine, where he w'orked in a mold 
loft facing Pepperel Cove. He is kiiow'ii today as a carver of decorative eagles, but 
his Portsmouth business card indicates that he was a versatile carver indeed . 

John H Bellamj’, figure and ornamental carver 
Particular attention paid to house, ship, furniture, 
sign and frame carving and garden figures. 

No 17 Daniel St , Portsmouth, N H 

Chailes A. L. Sampson of Bath, Maine, was another prolific carver who was 
an active makci of figuieheads in the second half of the nineteenth century. One 
of his masterpieces is the figurehead from the Belle of Bath, a lady elegantly dressed 
in the fashion of the day for which the captain’s daughter serv'ed as model 
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(Fig. 7). She seems to point with hei outstretched aim to some far-off destination 
for her ship, perhaps the Columbia Rivei', or Hong Kong. The sciollwork on which 
she stands harmonizes perfectly with the rich scalloped design of her dress, and 
both echo in stylized foim the rolling waves of the sea. 

One of the carvers for the later whale ships was Henry J. Purnngton of 
Mattapoiset, a Massachusetts town proud of its record of building fine M’halmg 
ships. Like his father and giandfather he was trained as a caipenter and he then 
turned to ship carving (see h’ig. 2), being called “Henry Carver” to distinguish 
him from the older Puningtons. 

Early carveis’ shop signs, LJnited States Navy drafts, customs house entry 
descriptions, advertisements and bills, and contemporaiy accounts of all kinds en- 
able us to leconstruct the tiade of ship carving as these men practiced it — the tools 
and materials they used, and their methods of designing, carving and painting. 

Nearly every coast town along the Atlantic seaboard had a thriving shipyard. 
It was in these towns that the caivers maintained their shops and hung out their 
signs, and the local newspapeis earned their advertisements The craft of ship 
caiving was carried on thiough an appientice system, and we find carveis issuing 
certificates stating the length of time that an apprentice had w'orked and his quali- 
fications as a carvei Old .‘sketchbooks exist to show that carveis made pieliminary 
sketches of theii work to submit to the shipbuilders. It is told that the builder some- 
times had the lines of the ship’s head and the lake of the bow chalked on the floor 
of the caiv'ei’s shop and the carvei in turn completed the sketches with chalked 
figuiehead designs to show’ the bmidei. It is known that figureheads were often 
made from sketches of living models or from models who actually posed for a 
carved poi trait The cutting of the figurehead was done mostly with large and 
small chisels, sets of which have been preserved The figuiehead and its scioll were 
geneially eaived of a single block, with aims and other pi ejecting pieces fastened 
on sepaiately The figures were oidinaiily poljchronied “to life’’ but for the clip- 
per ships they weie often painted w hite w ith bits of gold leaf applied on ornamental 
details, to spaikle in the sun. 

Ameiican ship caiving, unlike most of the contemporaiy poitiait and figure 
sculptuie of the time, was relatively uiideiivative, a fresh and vigorous product of 
the native liadition in American art. The figureheads pieseived as relics of our 
eaihest native sculptuie coinmumcate to our generation a v’lvid sense of the Ameri- 
can past, w’lth the tang of the old wharves of Commercial Street in Boston and 
Front Stieet in Philadelphia, of Salem and New Bedfoid and Nantucket 

Duiiiig the hundied-odd A’ears from about 1775 to the late nineteenth century 
there was developed in America a specifically native type of ship carving, dictated 
by’ the simple, architectonic approach of the craftsmen Lively, individualized, full- 
length portraits aie typical, as contrasted with the ornate three-quarter figures 
swathed in classical drapeiies characteristic of the more elegant English and Con- 
tinental figureheads. American ship carvings w’cre characteiistically made of soft 
pine rather than of the oak, elm and other hard woods used abroad. The ease with 
which the pine could be cut abetted the American caivers’ natural inclination to 
model their surfaces in broad planes, and to pay’ less attention to elaborate detail 
than to the large contours of the silhouette. The spare vigor and simple designs 
which distinguish our provincial painting are also chai acteristic of the ship carv- 
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iiiK* It is intc>iostin<> to s(‘e this native st\le evolving through the years, from its 
beginnings in hbiglish-st\ le woik for the eighteenth-century Navy and merchant 
ships to the typically Anieiiean carvings that decorated the whale ships and clippers 
of the nineteenth centuiA. Because the carveis, unlike the painters, laiely went 
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Orders for carved work of anv description will be at- 
tended to with fidelity and despatch. 

L. L. Cushing continues the above business in Poplar 
Street, as usual, where orders will meet with jirompt 
attention. B....Models of any kind executed at 

the shortest notice. 



3 Trade Card of Levi L Cushing 


abtoad to stud\, and because theii ait sprang from and remained in the craft ra- 
thei tlian the lino arts tiaditioii, theie was a iiiiniimim dilution of native style with 
inipoited academic fashion 

Theie has been a wndespiead tendency to value early American art m direct 
proportion to its antiquitv — with a general assumption that eighteenth-century 
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Anieiicaii paiiitnif^s and Kcnlpture wcio .supi*no> in quality to those of the nineteenth. 
The basis foi this is tlie tiaditional cntieism of American ait accordiiif? to English 
standaids, and hence the favoiing of eighteenth-century work when these standaids 
were most closely adheied to Following the Declaiatioii of Independence a distinct 
ivay of life and a paiallel home-grown style in the arts began to thiive in America 
This native ait was democi aticallv attuned to the tastes of the masses, wheieas 
the elegant Eiiglish-stA’le ait had made its appeal to a select few. Tlie liguieheads 
of this period aie generally consideied “crude” in comparison Avith the eailier and 
moie finished sculptures of Rush and his school TIica are indeed crudei, but in a 
positive sense They aie boldei and stiongei, and aie closer to the pioneeiing spiiit 
of American life 

These native carvings Avere produced by craftsmen ignorant of Old-Woild cus- 
tom and uiiti allied according to academic standaids. The period— the late eighteenth 
and the nineteenth centuiy — Avas that in which Ameiica came into its own as a na- 
tion, when its national life, and so its ait, expressed the realiy.ation of Ameiican 
independence won in the Revolution. The best of the ship figureheads aie fiee, oiig- 
iiial, vigorous expi e.ssions of the veiv spiiit of the floAvenng American democracy. 
As such thcA' aie highly significant in the histoiy of American art. 
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T he origin of the w eathervane may be traced back to Athens, m the year 100 b c , 
when AndionicuH built his Tower of Winds and crowned it with a bronze 
Tilton which pointed a A\aiid in the direction of the wind, in England weather- 
vanes were used from the time of William the Conqueroi, and aftei thp J^iench 
Revolution they were common throughout Europe, It is interesting to find that in 
early times the Scandinavians used weathervanes on ships 

American vanes are recorded fiom the seventeenth cerilury \bout the first 
one known is the copper cockerel made in 1656 for the Dutch Reformed Church at 
Albany. One of the oldest American weathervanes to be seen is the wooden codfish 
studded M ith copper nails which was onginally on Paul llevere’s coppci smith shop 
in Canton, Massachusetts, and winch is now on display at the Paul Reveie House 
in Boston The Indian and weathercock made by Shem Diowno foi the Province 
House and the New Brick (^hureh in Boston both date fioin the fust quarter of the 
eighteenth century A nurnbei of eaiJy Indian archers cut oul of sheet iron have 
been preserved, most of ^^hlch have been found in Pennsylvania (Pigs 28, 29, 31) 
Coekerels ueie popular as church vanes fiom earliest times, and a number of eight- 
eonth-eontury examples have survived. By the imd-mneteenth century ^^oathervane 
designs A\ere legion. Fiom the middle to the end of the century weathervanes \Nere 
made in laige numbers, still carved of wood or cut out of sheet inotal in silhouette, 
as in earlier times, by aitisans in lural districts, and cast in non or molded of 
sheet copper hy the large w^eathervane companies 

The first known pi’ofessional weather vane makei was “Deacon” Shem Diowne, 
a coppersmith born in Boston in 1683, who vias also a caiver of pump heads, 
mantelpiece decorations, trade signs, and figureheads In Hawthorne’s stoiy of 
Drowne's Wooden Image he describes the copper Indian which topped the old 
Province House, the foimer residence of the royal governors of the Colony (Fig 
30) • “An Indian chief, gilded all over, stood during the bettor part of a centuiy 
on the cupola of the Province House, bedazzling the eyes of those who looked up- 
w^ard, like an angel in the sun.” Tradition records that crowds of children used to 
gathei about the Province House at mid-day to watch for the fulfilment of the 
legend that the Indian would shoot his arrow at high noon This supeistition has 
long been forgotten, and now children and grownups as ^^Gll come to the Massa- 
chusetts Historical Society to see the fierce Indian at close lange 

The huge copper cockerel made for the New Brick Church on Hanover Street 
in Boston about 1722, now on the First Church in Caniluidge, is an impressive 
Drowne weathervane His most famous vane, however, is the hammered copper 
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grasshopper with green glass eyes, which he made in his Ann Street shop in 1749 
for the cupola of Fanouil Hall and which is still m place today. This vane, here 
illustrated (Fig. 23), and one which he made for Peter FaneuiPs summer home, 
were copies of the grasshopper topping the Royal Exchange in London. They in 
turn were copied more than a bundled years later by L. W, Cushing & Sons, a 
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weathervane company in Waltham, Massachusetts This huge insect was one of the 
most interesting nineteenth-century models, and is now eagerly sought by collectors, 
.1 Rayner Whipple, in an article wiitten for Old-Time Neu Ev gland, details 
the history of the amazingly durable Faneuil Hall grasshopper and quotes a paper 
found attached to it during one of the several times it undeiwent minor lepaiis. 
The early account lecords, not too accurately but most intimateh’, its origin and 
earh history: 

Sliein Drowne made it May 2."), 1742 To my brethren and fellow Grasshopper Fell 
in ye >eHr 1753 No^, 18. early in ye morning by a great earthquake by my Old Master 
abo> e Again like to have met n ith my Utter Rum by fire, but hopping Timely from 
mv Public Scituation cam of with Broken bones and much Bruised Cured and fixed 
(In) Old Master’s son Thomas Drowne June 28, 1768, and though I will promise to Dis- 
charge my Office, yet I shall vary as ye wind 
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One James Lombard, a nineteenth-century Maine weaibcrvane carver, was 
typical of the later craftsmen who produced the useful sculpture we now treasure 
as folk art. Lombard was boi'u in Baldwin, Maine, in 1865, attended school there 
and then removed to Brid^^ton. During his youth he is said to have made a large 
numlier of weathervanes. He was a farmer by profession, and an amateur furniture 
and wcathervaiie maker. The fact that a number of the hen and rooster vanes in 
whicli he specialized have been found on barns as fat aA\ay as Wells, Maine, sug- 
gests that lie may have enjoyed a bi lef itinerant career in his youth, earning Ins \n ay 
by carving weathei vanes as he traveled the Maine highways. The weatheied wood 
roostei whicli was painted white many yeais ago (Fig 32) came from the barn of 
the Lombaid homestead in Hiidgton, while the hen which retains a moie recent coat 
of white paint (Fig. 33) was found on a hen house in Wells An original layer of 
yellow oclnc is discoiuible on both pieces, and it seems likely that this coloi vas the 
economical country cousin of the gold leaf used for contomporai y metal vanes. Both 
hen and rooster weie simply sawed and chiseled from thick slabs of pine, to which 
yellow painted wooden legs were attached The silhouettes of these neathei vanes 
and others Lombard executed are extremely stylized, and the cut-out areas A\hich 
indicate the anangement of tail feathers greatly enhance the inteiest of the de 
sign. The white hen vith straight jellov legs and bold black eye, seen iii profile 
against the sky, Avith blue showing thiough the large hole and small crescent slits, 
was a jaunty bit of decoiation that enlivened the Avhole faim landscape. The effect 
achieved thiough a flair for functional design and a natuial vitality of execution, 
as seen in tliese provincial weathei vanes, would be hard to surpass in the most 
finished pieces of academic sculptuie 

After 1850 the majoiity of veathervanes for churches, barns, houses, and pub- 
lic buildings wore mamifactuied in fact ones lather than made by artisans The 
larg(‘-scale production of metal weathervanes \^as quite a thiiving indu.stiy during 
tlic second half of the centun In 1853 the J W. Fiske Woiks began quantity inanu- 
factuie ill Xcv York and seveiul big companies followed suit, among them L. AV 
Cushing & Sons of Waltham, Massachusetts, W. A Snow Co., Inc., John A Whim 
and J Han is & Son of Boston ; and J Jj. Mott of New York. Their old catalogues 
give a good idea of their wares A page fiom an eaily Snow Co catalogue is heie 
lepioduced (Fig. 26) Besides plain bannerets, featheis, aiiows, and copper balls, 
thousands of hoises, eagles, cocks, Coluinbias, and countless othei subjects \sere 
turned out, mostly of sheet coppci and cast iion. The copper weathei vanes, when 
new, must have added a glitteiing accent to the serene countnsidc. It is significant 
that lu main piiinitivc landscape paintings weathei vanes aie piomineiitly depicted 
in oversized piopoitioiis. Weathei Avas of couise the basic factoi in ruial life, and 
so the AveatheiA^aiie was an accessoiy of major importance. 

During tlie seventeenth and eighteenth centuries the subjects of weathervanes 
w^eie limited to a few designs — simple aiioA\s, fish, cocks, Indians, seipeiits, and 
gi asshoppers By the nineteciitli centuiy there were scores of subjects, AA’hich re- 
flect all the special and localized inteiests of the American people, and all the 
themes that atti acted them as a nation. 

The farmers^ attention focused on the livestock of the farm, and for barn 
and hen-house Aveatbervanes theA’ chose mostly horses, cow s, sheep, pigs, and poul- 
try. In the seaooast villages one finds old weathervanes representing sailors, ships, 
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whales, seagulls, and fish of vaiious kinds. On churches everywhere the gilded 
weathercock turned in silhouette as sign of tlie cock that crowed the night Peter 


CAME COCK WITH ARROW 


WYANDOTTE (New Pattern ' 
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26 Illustrations from Old Weathervane Catalogue 


denied the Lord, and in New England the fish frequently replaced the cock as a 
churchtop symbol. Gabriel blowing his trumpet and a stylized lyre were equally 
popular as ecclesiastical vanes. Some weathervanes were flown as special markers 
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for public buildings, a fireman or engine for the local firehouse for example; and 
some were actual trade signs in the form of weathervanes Among the inteiesting 
tiade-sign vanes that have been found are a plow for a largo faim, a gloved hand 
pointing to the wind ovei a glove factoiy, a mortal and pestle for an apothecai), 
and the unique pig on a butcher's knife made for Captain David West's slaughter- 
house ill Fairliaven, Massachusetts (Fig. 45) Laige lam woathei vanes still mark 
many old woolen nulls 

In New England, which piided itself on its shipbuilding, ship weathervanes 
weie frequently flo^n Jn eastern Pennsylvania, wheie hex signs M^eie painted on 
barns to ward off ill-intentioned witches, we find that in pioneer times many barns 
displayed sheet-iron Indian weathervanes, which are said to have been a practical 
means of keeping maiauding Indians away by indicating aunty between the ^\hite 
man and the Indian The Indian made an ideal wcalhervane subject fioni the point 
of view of design too, as the arrow accurately pointed in tlie direction of the nind. 
Whirligigs, like the Quakeitowii example illustiated in Fig 47, are another kind 
of weathervane typical of Pennsylvania. 

Weatliervano subjects popular even wheie weie a hoise and sulky designed 
aftei a Curlier and Ives punt, jockeys on horseback, dogs, wild aiiimaLs like deei, 
squiirels and pheasants, and locomotives and steamboats. Among the most widely 
used weatlici vanes, and most inteiesting as lepiesentative of a native art, weie 
lliose that took the forms of the ^^ell-lo\ed Ameiican emblems — Columbia, Liberty, 
the Ameiican eagle, and Uncle Sain In England wcatlioi vanes were commonly 
made in aiistocratic heialdic designs. The patiiotic Ameiican vaiics which topped 
simple homes and fine public buildings and luial schoolhouses constituted what 
Rita Wellman, wilting of weatheivaiie designs foi House Beauiifulj designates as 
“a new and ingratiating heraldiy, a heraldry of demociacy.” 

Tlieie aio also subjects found in a seattcied few oi single examples only — a 
centaui, sea hoise, Meicuiy, Diana, diagon, Revolutioiiaiy otticei, man boiling, 
countiy pieacher on hoiseback, liunling dogs chasing a fo\, an eagle ^\ltll a fish in 
its talons, an liulian shooting a dcei which is a um<jue weallieivane landscape (Fig 
44). A swan, ostnch, ciaiio, peacock, pigeon, donkey, bullfiog, and fox aie among 
the raie animal subjects. 

Weatheivane techniques aie as vaiied as the subjects. The wooden vanes w^cie 
carved w'lth chisels oi cut out of flat planks wnth small saws. Tlioy weie almost 
invaiiably painted foi protection from the weathei Some were painted in a solid 
color, most often Indian red, oi >eIlow ochre to simulate gilded metal, oi white 
Often the vanes weie polycliroined, w’hicli added to the inteiest of the design The 
female angel wearing high black boots (Fig. 39) is painted in staccato black and 
white, with a In assy yellow^ trumpet. The wooden Indian who shoots off Ins own 
arm as an airow (Fig. 27) is painted daik led with led, yellow^ and wdiite stuping 
down the sides and around the neck and aims to indicate the bordcis of his diess 
His headdiess is yellow, the lound eye is circled in black and white and the wire 
bow is painted black 

The metal vanes wtio also sometimes painted, often gilded Yellow ocliie dou- 
bled for gold leaf over copper, and some dark color w^as commonly used to preserve 
the buiface of flat iron silhouettes Sometimes too the shect-iion vanes w^ere poly- 
chromed like the Indian archei and the fireman reproduced (Figs. 31, 49). The 
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majority of the metal vanes were, however, left unpainted. The copper ones shone 
brightly in the sun, even when not covered with gold leaf, and when they became 
dull and greened over with verdigris they could be gilded at any time. 

The metal vanes were cut and cast and modeled in a variety of ways. The sim- 
plest technique was to cut a silhouette from a flat sheet of iron, zinc or tin. In 
Pennsylvania an anonymous weathervane maker habitually separated two identical 
tin profiles with an inch-wide ribbon of tin, soldered the edges, and so achieved a 
flat but inteiGstingly three-dimensional shape. During the late nineteenth cen- 
tury when cast-iron units for fences, gates and trellises were being manufactured 
in large quantity, iron was commonly cast in sand molds for weathervanes. For 
the animal vanes sheet-iron tails were frequently applied to the heavy, rounded 
bodies. The fine rooster and horse (Figs. 36, 41), which appear to have been de- 
signed by one artisan, were made in this way. The majority of the nineteenth- 
century vanes were of sheet copper, fashioned on an iron pattern cast from a 
carved wood model or hammered up and chiseled on a plain block of wood or lead. 
The two sides, modeled in the round or half-round, were then joined with solder. 
Sometimes details such as a fish’s fins or a horse’s or rooster’s tail were cut out of 
sheet copper, chiseled into the proper surface design and applied in silhouette to 
the rounded body. In some copper weathervanes parts were made of cast iron or 
zinc to add weight. An example of this mixed technique is the Goddess of Liberty 
reproduced in Fig. 46 m which a cast zinc torso is combined with a molded copper 
skirt and a cut-out brass flag. The grasshopper made by the Cushing company com- 
bines cast zinc legs and antennae and leg filaments of brass tubing with a sheet 
copper body. 

An unusual relic of the old weathervane industry is a wooden model (Fig. 40) 
made for the casting of an iron pattern. The pattern or template was then used for 
fashioning sheets of copper into the rounded form of this spirited horse with the 
fox-like tail. 

The techniques of the weathervane makers had a great deal to do with the 
character of the finished vanes. Except for the cast-iron pieces the work was fin- 
ished entirely by hand, and striking individual differences are seen even in pieces 
modeled on the same template. The finishing of the sheet-copper vanes with chiseled 
decoration left the sculptor free to follow his inclinations in the realm of design. 
The copper rooster (Fig. 34), where variations in the feathers are indicated by a 
kind of sculptural shorthand, is an outstanding example of conventionalized 
weathervane design. 

The functional use of the weathervane, too, dictated an emphasis on pattern 
rather than on illusionistic realism ; for the piece was intended to be seen at a dis- 
tance, clearly silhouetted against the sky to indicate wind direction at a glance. It 
is only necessary to compare a group of animal weathervanes with contemporary 
animal paintings and drawings to see how dramatically the weathervane makers 
enhanced the natural design characteristic of the profiled objects. It seems obvious 
that the great popularity of cock and horse weathervanes, which far outnumber 
any other subjects, was conditioned by the prevalence of these domesticated ani- 
mals, but may also have had something to do with the inherent decorative interest 
of the silhouettes of a running horse and strutting cock. 

Alfred Barr’s book on Picasso quotes the great painter’s statement; ‘'Cocks 
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have always been seen, but never as well as in American weather vanes.” It is 
significant that Picasso, who had nevoi been in America at the time he made this 
remark, should have been so much aware of the quality of our simple, native 
weathervane designs. The average person is inclined to be most immediately at- 
tracted to the naive, storj -telling vanes, like the mare with tiiiy foal, the Indian 
shooting a doer, or the nuin cluving a pig (Figs. 42, 44, 45). But it is rather those 
simplei pieces that one finds could stand up as pure design m comparison with any 
sculpture, native oi foieigri, piimitive or academic, that will retain the most lasting 
value as Amciican folk art. 

The painted shect-iion Indian archer (Fig. 31) looks as if he must have been 
designed by someone who had never seen any conventional art. The minute hands 
and feet and tlie oversized eye with pierced eyebrow set high up in the forehead 
give the figure a stiangely piimitive look. The silhouette is intricate and lively, with 
the large zig-zag motif of the headdress and feathered skirt repeated as sharp minor 
rhythms in the edges of trousers, hair, and quiver of arrows, in the amazing saw- 
toothed arm and tiny sharp fingers. The pierced areas which mark brow, ear and 
neck are as abstiaet in shape as the units of the open-work design which serves as 
a base for the figure. 

The sheet-iron Diana (Fig. 38) presents another fascinating profile, complex 
and beautifully balanced. The line flows around the head, wings, and body with in- 
terestingly varied rhythm. The strong vertical lines of the supporting rod and the 
exactly horizontal arrow establish a sense of stability, and emphasize by contrast 
the rounded contouis of the figure This weathervane was certainly not designed 
with these aesthetic principles in mind, but the maker instinctively wrought his 
figure with a dynamic balance of lines and masses, which lesolve themselves into 
a rich formal pattern for our design-conscious modern eye. 

The foimal iron horse, of which Fig. 41 is one of a number of castings, is gen- 
erally considcied one of the finest examples of American folk sculpture and has 
been compared with ancient Chinese and Greek statuettes. The strong sculptural 
feeling and the suggestion of the muscular tension of a spirited animal combine to 
give this piece a lestrained power that is immediately communicated to the spec- 
tator. 

The gilded-copper Goddess of Libeity (Fig. 46) is another unquestionable 
masterpiece. It is dramatically designed, with the flying flag balancing the out- 
stretched left arm, and the flagpole establishing a strong vertical axis for the figure. 
Fortunately a number of versions of this outstanding weatheivane design have 
been preserved. 

The iron pheasant (Fig. 43) is the simplest imaginable weathervane, and yet 
it strikes one as among the finest examples of American design. If one of our mod- 
ern sculptors had conceived this piece one would talk of sophisticated simplification ; 
actually its purity of line was the result of the unselfconscious instinct for design 
that guided the shears of some simple Pennsylvania ironsmith. 
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AND OTHER TRADE SIGNS 


T he old carved tiadc sigiib — a boot to mark a cobbler, or an Indian for a evgar- 
store — are the homely antecedents of the advertising art of our day Figures 
caived as appropriate eye-catchers for all kinds of shops, taverns, and public 
buildings record in concrete foini the typical occupations and fashions of a past 
era. Collections of early metal fire-marks formerly attached to insuied houses le- 
create the history of the primitive fire brigades Swift-flying eagles and leaping 
Indian biaves, used as trademark decorations on the first fast tiains, dramatize 
the pioneer beginnings of modern cross-couiitiy travel. The trade signs lopioduced 
m the following plates were all objects of everyday use in their time They incut 
attention today as outstanding examples of folk sculpture, and as vital documents 
of many aspects of the American past in which they played a functional part 

The cigar-store figures are the most varied and picturesque of American trade 
signs. The cigai-store Indian, symbol of our first pioneer, has had an especially 
noteworthy career, from las eaily days us the most popular of the shop signs to 
his twentieth-century eminence as a collectois’ item. 

The genealogy of the cigar-store Indian goes back to seventeenth-century P]ng. 
land. Sir Waltei Raleigh is said to have brought tobacco home from lus trip to 
America, told his countrymen of the Peace Pipe and the joys of smoking, and so 
introduced the ^‘Indian weed’’ to England. The earliest tohacco-shop Indian was a 
strange hyhiid lie was portrayed as a negio with a feathered headdress wearing 
a kilt of tobacco leaves, and was known as a Virginian.” Tins odd character is 
accounted for by the fact that the English had apparently confused the American 
Indian who first smoked tobacco, the Virginian from w^hom the tobacco was im- 
ported, and the plantation daiky who raised the ciop. In America the Indian was 
not established as a cigai -store sign until the middle of the nineteenth century. A 
few were undoubtedly carved before this tunc, and the archaic squaw shown in 
Fig. 63 is probably one of the eailiest specimens. The heyday of the Indian was 
from the fifties through the eighties In his native land lie was accurately carved 
and painted — a fierce chief brandnshing a tomaJiaw^k, a squaw wuth fine, feathered 
headdress and beads, sometimes carrying a papoose, an occasional fur trapper with 
his equipment. 

The most authentic account of cigar-store signs is to be found in an article 
which Frank Weitenkampf wrote for the New York Times in 1890. This article is 
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largely based on the reminiscences of Samuel Robb of New York, a carver active 
in the trade for a quarter of a century. It seems that the earliest wooden Indians 
were designed and carved hy the makers of figureheads who, with the decay of 
Aniei’Jcan sliippmg, had lost their occupation and turned to the making of cigar- 
store figuies AVe may obscive that these early figures were more originally de- 
signed and less statically posed than the later ones. They were not modeled after 
book illustrations or prints, hut wcie individual in conception and displayed the 
same vitality of workmanship and bold distribution of color that distinguish the 
figureheads. 

The Indian with the tomahawk (Fig. 60) is one of the few recorded as made 
by a known figurehead caiver. A lettei from a foimei owner of this figure, in whose 
family it had been since 1857, states that the Indian was long ago identified by a 
Mr Cromwell, thiough a stamped tiadcmark, as the work of his father, John L. 
Ciomvell of Williamsburg, New York The Pinckney book on figuiehcads lists John 
L. Ciomwcll as a ship carvei, with shop address in 1840 at 410 Water Street, New 
York City. According to CromwelPs son his father used to carve figureheads for 
sailing vessels, and when steamboats iiegan to take then place he bought up the big 
spais and out of them carved Indians for cigai stores It is interesting to see that 
he represented this Indian’s hcaddiess and cloak as blown by the wind in character- 
istic figurehead style. 

The Indian tiappei in the Williainsbuig collection (Fig 59) is anothei pnme 
example of the ielativcl> eaily caivings. Theio is the same suggestion of dynaimc 
action in the pose tliat one simiscs in tlie figureheads; the trapper, though momcn- 
taiily at ease, seems poised to siiiing The designer transformed a solid block of 
wood into an ammatc figure with llowing contours, and he tooled the surface witli 
bold strokes and coloied it simply in ^\lde aieas of green, led, yellow ochie, and 
blown. The boldness of design, bieadtli of handling and richness of coloi combine 
to make this figure a dashing ])iecc of native sculpture. 

The price range around 1890 is given as from sixteen dollais for a small coun- 
ter Indian to a hundred and twenty-five foi a laige figure These figuies weie gen- 
erally carved in the cities of the caslei n soahoaid and the largest nuniboi came from 
the workshops of Samuel Robb and Thomas White in New Y^oik The painted metal 
Indians began to succeed the wooden ones iii the late eighties They weie expensive, 
but extremely woather-iesistant and so heavy that they were difficult to steal They 
weie moic lealistic in pose and detail than the wooden Indians and, being cast, 
cliaiactei istically lacked the bold, individual style that made the earlier caivcd 
ones so arresting. Tow'ard the end of the century a number of pewter and zinc In- 
dians were manufactuicd by Uemuth & Co , an old New Y^ork tobacconist fiim wlio 
advertised then metal figures as the first in that line (Fig 50). Two of the pewtoi 
examples aic pieseived in the Everhart Museum in Scranton, one in the collection 
of Mis. Walter AVhite in Gates Mills, Ohio Indians aie also recorded as made of 
non, lead, bionzc, and even papier mdche Such Indians, like the wooden profiles 
cai ved in low lelief, of which thei’c is an excellent example in the Rudolph Ilaffen- 
refTer collection in Biistol, Rhode Island, are relatively rare specimens, but they are 
not as attractive fiom the point of view of folk sculpture as are the ordinary 
wmoden varieties. 

The method of the carvers is described by Weitenkampf as follows: 
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The wood used is generally white pine, which is bought in logs of various lengths at the 
spar yards The artist begins by making the roughest kind of an outline — a mere suggestion 
of what the proportions of the figure are to be In this he is guided by paper patterns The 
log IS blocked out with the axe into appropriate spaces for the head, the body down to the 
waist, the portion from there to the knee, the rest of the legs (which are at once divided), 
and the feet The feeling for form in the chopped block is so very elementary as to have 
complete suggestiveness only for the practiced artist A hole is now bored in each end ot the 
prepared log about 5 inches deep Into each hole an iron bolt is placed, the projecting parts 
of which rest on supports so that the body hangs free The carver now goes from the gen- 
eral to the particular The surface of llie wood soon becomes chipped up by the chisel and 
the log generally takes on more definite form Then when the figure is completely evolved 
the finishing touches are put in with finer tools Detached hands and arms are made sep- 
arately and joined to the body with screws Then the various portions are appropriately 
painted, the whole is set on a stand running on wheels, and it is ready for delivery 

Another old account of cigar-storo Indians is given by Kate Sanboiii in her 
amusing booklet entitled Huntivg Indians m a Taxi-cab, which was published in 
1911. The author quotes a Mr. Caspaii of Calvert Street, the oldest tobacconist in 
Baltimoie, who recalled many inteiestiiig facts and figuies. Ho stated that a carved 
Indian was considered a necessary adjunct to the early tobacco business, and not 
till much later were the laige assortment of other figure subjects populai When 
he started in business his stock cost only thirty dollars, but he had an Indian out 
front that cost forty. He estimated that the pine figures had been finished by the 
carver in about a week They were painted flashily with high-giade paint and trim- 
mings of gold or silver, and weie repainted every yeai or two After the eailiest 
days of small-scale production by native ship carvers many Swiss and German 
w'oodcarvers who had migrated to America turned to the caiving of Indians To- 
ward the end of the century some fiist-iate Ameiiean sculptois worked at this 
trade Julius Theodore Melehers of Hotioit was one, and he charged up to seven 
hundred dollars for his figuies at a lime when about a hundred-and-tw'onty-five was 
a high price. A fine Indian in Hi A W. Pendeigast’s collection in Terie Haute, 
Indiana, is accompanied by the original bill of sale for $4(i7 50, dated 1857, indicat- 
ing that it must have been made by an important carver. 

An authoritative histoiy of cigai -store Indians written by J L. Morrison in 
1928, when they weie just beginning to be of leal interest to collectors, adds to the 
earlier accounts a number of mteiesting facts that we should note. In detailing the 
history of the cigar-store Indian the writer illustrates the earliest American 
tobacco-shop figure, a delicate Colonial gentleman tendering a snuff box, which 
was made for Christopher Demuth’s tobacco shop in Lancaster, Pennsylvania, in 
1770, and which stands there (o this day He stales that tradition records a few 
isolated eightecnth-ceittury tobacco figures, hut not till the 1840 ’s is there actual 
evidence of an Indian used in America. Discussing the makers’ techniques, he men- 
tions that some figures W'ere constructed entirely of small blocks glued together. 
He tells about the smallest Indians, made not only for counters but for window 
display, about thirty inches high, which were the specialty of a Brooklyn dealer 
who sold them in large quantities. Italians in New York also made and peddled 
small painted plaster Indians about two feet high for window use. It seems that a 
number of tobacconists, like Demuth & Co., carried on a flourishing business in 
wooden Indians as a sideline, and some of them did a large trade-in business ex- 
changing newer for old models. Some itinerant painters, hard as it now is to be- 
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lieve, matle a full-time profession of lepainting these cigar-store figuies A few 
Indians Mere impoited fiom Fiance and Italy for America’s sidewalks, and a num- 
ber of native Indians, Mr. Moriison relates, weie as wndely tiaveled. lie m rites of 
an Indian figurehead which was lemoved from its ship to become a landlubber 
cigar-stoic ligute, and of one Chief Semloh who, a New Yorker in origin, became 
a Californian He iv'as one of the Foi ty-niners, arriving in Maryville, California, 
m 1850 via Cape Horn, and in 1910 M'as taken to a tobacco shop in San Francisco 
Wheie this wooden pioneer resides today is not kno-wn, but it would not be sur- 
prising to find lam w'ell caied foi in a collection in Indiana or Rhode Island or back 
home in New York. 

In the fiist decade of our century, when only a handful of people like Kate 
Sanboin and Frank Weitcnkanipf were actively interested in the history of -wooden 
Indians, they weie no longer so populai as signs; and local oidinances in many 
cities had outlawed them from the pavements w'heie they were considered objec- 
tionable ohstiuctions to the ciowded sidewalks, especially when pedestrians bump- 
ing into them at night found they could sue the city for damages They became the 
vanishing Amei leans, exterminated by the thousands by their owneis as outmoded 
junk. It has been estimated that at one time there were about seventy-five thousand, 
and that aftei the cigar-store Indian massacre no more than three thousand sur- 
vived (iiadiuillv the scaice old Indians came to be valued as colleetoi.s’ pieces, 
and now most of the suiviving loaves and squaws have been letired to leseivations 
in private collect ions and niiiseiniis. Since the earliest Indian hunts through city 
stieets, when a good spccinieii could be bought for under fifty dollars, the status 
of the cigai -stoic Indian lias ladically changed. Nunieious impoitant collectors, 
museums and liistoiical societies have joined the chase, and the curient wampum 
foi a good icdskin is iijiwaids of live hundred dollars. 

There aie quite a lew pictuicsiiue collections of wmoden Indians At one time 
about a bundled examples weie scattered thioughout the wooded forest on an 
island estati' along the Maine coast. Mi HalTenrcffer now houses more than twice 
that number in his King Philip’s Museum at Bristol, Rhode Island Dr. Pendergast 
of Terre Haute, Indiana, who owned twm hundied and forty-three specimens a few' 
ycais ago, lecinitly disposed of almost twm hundred, thirty-five of which were sold 
back into the trade to seive again as cigar -stole signs. Besides collecting, he ran 
all “Indian Hospital’’ in wdiich he jiei formed major and minoi operations to le- 
stoie injured wnioden Indians foi inuseuins and collectors Dr. Pendergast has made 
a thorough study of the chaiacleiistics of these old Indians, and can tell at a glance 
wdiethei a hole in the top of a sijuaw’s head was intended to hold a missing cluster 
of feathei s, oi was made to contain oil which helped preserve the wood from decay. 
The flat top of a small countei Indian’s feather headdress might look odd and in 
need of rostoiation to an amateur collector, but Dr. Pendeigast would recognize 
this as a platfoini designer! to disjilay a box of cigars. He knows from his travels 
the typical Indian features so that he could accurately repair a damaged face, but 
he pointed out in a lettei to this author that only a few of the men wdio carved the 
wooden Indians ever saw a live specimen. Veiy few of the figuies, he says, even 
remotely resemble Indians ; and the majority of squaws, excepting for their color 
and dress, look like any plain, buxom American girl. 

Interest in wooden Indians remains active, which is reflected in the large 
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amount of press publicity accorded them, and there exists at this time a unique 
club titled “The Society for the Preservation of the Cigar-Store Indian.” It was 
founded by Capt. Miller Freeman, a Bellevue, Washington, newspaper editor who 
is its president. The membership requirement is possession of one or more wooden 
Indians or an altruistic interest in preserving the race. The chief aim of the society 
is to save the remaining Indians by helping to get them into the proper collections. 
The author’s membership card is here reproduced (Fig. 51), and a portion of the 
letter which accompanied it is quoted below : 



223 

Sociefij fop flic Pppscpvatlon 
of tfie 

Cigar Store Indian 
JEAN LIPM^ 
Honorary.. Life, 


HEADQUARTERS 
BELLEVUE, WASH 


CAPT MILLER FREEMAN 
PRESIDENT 




51 , Author’s Membership Card 


You will find this card of special value to you — in fact, you can throw away all your other 
identification cards Evidence of affiliation with THIS Society will get you in anywhere, 
getting out IS your own problem 

Let me hasten to add that there are no initiation fees, no dues, or obligations of any 
kind in connection with membership in our organization You are expected, however, to 
scout diligently for genuine hand-carved wooden Indiana and report on any you find to 
the President, at headquarters, Bellevue, Washington 

An invitation to a club dinner in 1946 stated: “No English spoken. All communi- 
cations in Chinook, by smoke signals or sign language. Also tomahawk-throwing 
and scalp-lifting contests.” It seems clear that this society is well worth joining! 

The parade of carved figures which followed the early vogue for Indians as 
cigar-store signs presents a vivid contemporary picture of all the personalities 
close to the hearts of the people in the latter part of the nineteenth century. A 
Veimont collector of cigar-store figures believes there is scarcely a typical char- 
acter that was not immortalized in wood, holding cigars, snuff, or tobacco leaves 
to advertise a tobacco shop. We can list only some of the commonest types, and 
have reproduced a few representative examples. There were the picturesque for- 
eigners: Turk, Egyptian, Scotchman, Amazon. There were representatives of 
Ameiica’s eveiyday folk: baseball player, preacher, trapper, Civil War soldier, 
sailor, jockey, race-track tout, dandy, lady of fashion, policeman, bandmaster, and 
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the roustabout darky of steamboat days, used principally along the Mississippi and 
Ohio rivois An elderly ownci of a cigai store on Thud Avenue in New York had 
himself caived in the uiiifoini of the shooting' company to which he belonged, so 
we may ineludo at least one portrait of a cigar-store keeper among the cigar-stoie 
figures. 

There were popular characters of folklore and history: Punch, Columbine, 
Puck, Bjron, Jjoid Oundieary, Sir Walter Raleigh, Champagne Chailie, Andrew 
Jackson, Oaniel AV'ebster, the Zouave and the Forty-nmer. Then there were the 
personsified symbols of the U.S.A. : Uncle Sam, Columbia, Liberty, Yankee Doodle. 
There were poitiaits of piominent personages of the day: Edwin Forrest the actor, 
John L. Sullivan, Dolly Varden, Jenny Lind, Admiral Dewey, and Henry Ward 
Beechei in his pulpit. 

Theie is preserved a lively portrait of the negro preacher, the Reverend 
Campbell (P^g. 75), which was ordered by Alan Pinkerton, the famous detective, 
to honor the memory of this “paid servant” who had lived on his estate. Accord- 
ing to Mr. Robert Kuhn, who now owns this lemarkable carving, Pinkerton — Lin- 
coln’s personal bodyguard during the Civil War — was, like Henry Ward Beecher, 
very much opposed to slavery. He was filling out papers to free his slaves as fast 
as he could, and asked the Rev. Campbell to preach to all his colored people, while 
they waited for their “freedom papers.” The slaves, it seems, didn’t respect Camp- 
bell because, except for his wide collar, he dressed just as they did. Pinkerton 
solved this problem on a trip to Chicago when he saw some hotel doormen impres- 
sively dressed in long, red plush coats, bought one for Campbell, and told him that 
was what all ministers woie. From that time on he had great prestige on the estate, 
and always wore the fine led coat in which he appears today, with his carpet bag 
and umbrella. This likeness stood in the Pinkerton manor house in Onarga, Illinois, 
until it was sold and the figuie became the property of a cigar-store owner. Since 
that time it has been shipped about to advertise all sorts of conventions, becoming 
a unique example of an itinerant trade sign. 

One of the most unusual folk carvings is the portrait of Mark Twain’s Colonel 
Sellers, the super promoter of The Gilded Age (Fig. 68). He is shown in one of his 
typical peaks of enthusiasm as he extolls some sure-thing notion with “oceans of 
money in it.” It is probably “Beriah Sellers’ Infallible Imperial Oriental Optic 
Liniment and Salvation for Sore Eyes — the Medical Wonder of the Age,” for this 
dramatic figure was an apothecary shop sign. It came from Sellersville, Pennsyl- 
vania, a town which would quite naturally have taken a special interest m Colonel 
Sellers, 

Wooden figuies were used in America as signs for all sorts of shops. Among 
the commonest, in the late eighteenth and early nineteenth centuries, were the little 
carved mariners who advertised the seaport ship chandlers and instrument makers. 
Hawthorne mentions in Browne’s Wooden Image that Shem Drowne, the famous 
eighteenth-century sculptor whom we discussed in connection with his weather- 
vanes, made a carved figure of his friend Captain Hunnewell holding a quadrant 
and a telescope, which attracted attention to the shop of a nautical instrument 
maker in Boston. A similar sign used to hang in front of the Crown Coffee House 
in Boston in 1770 to advertise William Williams, maker of mathematical instru- 
ments. A fine example of this type of sign, probably the work of a local ship carver, 
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is the navigator who hung over the street door of James Fales’ nautical instrument 
shop in New Bedford (Fig. 81). 

The sculptor who executed this figure, and another one of a manner holding 
a telescope which is in the author’s collection, was undoubtedly self-taught. He had 
developed his own unconventional formula for proportioning and modeling figures, 
carving hair and painting faces He was endowed with a vigorous sense of plastic 
design, a bold, foithnght technique, and a flair for robust color combinations. The 
quality of design in the navigator is apparent in the plate. The low-relief carving 
for the details of clothing and haii may not be clearly apparent in reproduction. 
It deserves comment because of the manner in which the sculptor has added inter- 
est to his forms with carved detail which, however, he has kept strictly subordinated 
to the large planes and contours of his figure. 

These carvings are closely related to piirnitive English signs such as the 
wooden midshipman which Dickens describes in Dombey and Son, published in 
1847-48. This figure, adorning old Sol Gill’s shop, “thrust itself out above the 
pavement, right leg foremost’’ and “boie at its right eye the most offensively 
disproportionate piece of machinery ’’ He was, Dickens tells us, one of many “little 
timber midshipmen in obsolete naval uniform, eternally employed outside the shop- 
doors of nautical instrument-makers in taking observations of the hackney-coaches. ’ ’ 

It is because a large part of the early population of our country was presum- 
ably illiterate that we have such a fascinating collection of carved trade signs today. 
There were primitive figures advertising early bars and taverns (Figs. 60, 79) and 
inn signs carved in relief on wood and stone A representation of an aim bolding 
a bell, carved in the round, was the homely sign for the “Bell in Hand’’ temperance 
tavern run by James Wilson, an old town crier in Boston. The tavern, popular in 
the early nineteenth century, was in the basement of the Exchange Coffee House 
fronting on what is now Congi ess Square Toward the end of the nineteenth cen- 
tury an occasional city re.staurant keeper ordered a wooden figure of one of the 
popular cigar-store types, such as a baseball playei, had the base lettered with the 
name of his restaurant and placed it on the sidewalk to attract the attention of 
passers-by. Weatheivane trade signs were mentioned m the pieceding chapter. 
Cobblers, watchmakeis, apothecary shops, milliners, blacksmiths, saddlers, glove- 
makers, hardw’aie dealers, and countless other tradesmen had appropiiate carved 
figures 01 plaques standing or hanging in front of their shops (Figs 68, 73, 82). 
A Pennsylvania bootmaker advertised ladies’ riding boots by means of the carving 
reproduced in Fig. 71. This laige, meek hobbyhorse with its sidesaddle rider ranks 
with the outstanding examples of folk sculpture in any field A tinsmith from Tor- 
rington, Connecticut, had as his sign a handsome peacock made in sections of ham- 
mered sheet zinc and copper soldered together. In New York a photographer’s shop 
displayed a carved female figure holding a lens, and a firm dealing in rags had the 
figure of a ragman, nine feet high, placed on top of its building in Franklin Street. 
Othei prominent pieces of adveitisingseulptuie that became landmarks in our grand- 
parents’ time were the enormous wooden cow’ that was milked daily on Coney 
Island, and the great elephant and gilded calf that ornamented the exteriors of two 
Tenth Avenue saloons in New York 

Public buildings too had carved figures which served as signs. The manacled 
felon from the Kent County Jail in East Greenwich, Rhode Island (Fig. 76), is an 
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eaily oxaiupk*, wluch must have served as a warning as well as an identification 
foi the townspeople Courthouses occasionally displayed a laigc figure of Justice 
outside 01 insule tlic building. Fiie depaitments wcie sometimes distinguished by 
appiopriate liguies, such as the huge portrait in wood of Harry Howard, Chief of 
the New Voik Voluiiteeis (Fig. 74), or the fireman weathervane leproduced as 
Bhg, 49. A eaived repiesentation of Saint Floriaii, who probably served as Patron 
Saint for some firehouse, is now iii the Haffenieffei collection. This piece, related 
to cigai -stole figures in type, is a delightful nineteenth-century American adapta- 
tion ot a medieval German sculpture. The little black-enamelled figure holds a tilted 
water bucket and stands with one foot on the peaked rooftop of a burning house 
in much the same pose as cigai-stoie Indians stand with a foot on a pile of cigar 
boxes. 



52 First Insignia of the Insurance 
Company of North America 


The fiie-maik repiesents a unique category of folk art, attractive to collectors 
because of tlie wide variety of interesting designs in which the small metal plates 
^\ere cast They represent the eailiest insurance company signs, designed to be 
piomineiitlj placed on buildings in older to distinguish the insured structures 
and to identify the insuiing companies. Bhre-marks were first used in England in 
the late seveiiteeiitii centuiy, when each iiisuiance company had its own fire brigade. 
The maik seived to save fiiemen needless exeicise, for the biigades only rushed to 
fight files 111 buildings which then company insured and which weie so identified by 
the comiiany’s mark. 

Ill Aineiica the first fire insurance company was formed in 1752, under the in- 
spiiafion of Benjamiii Franklin wlio had organized the first fire brigade in 1735. 
This company, which is still in existence, was named the Philadelphia Contribu- 
tionship foi the Insurance of Houses fiom Loss by Bbre Its maik, designed by 
John Stow of Philadelphia, consisted of four crossed lead hands mounted on a 
wooden shield (Fig. 85). Because of its insignia it became popularly known as 
the “ Hand-in-Hand ” In 1792 the Insurance Company of North America was 
formed as the first file and marine insurance company and adopted a lead star 
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mounted on a wooden shield, here repioduced, for its mark (Fig. 52). As other 
companies sprang up new marks appeared, and the old companies issued newly 
designed plates until theie were dozens of varieties. 

ITnlike the English, the Ameiican companies did not maintain their own bri- 
gades but relied on the volunteer fiie companies already in existence. As insurance 
films often favored certain fire brigades to ■whoso support they contributed, the 
mark was helpful in securing full coopeiation fiom these firemen. The mark also 
indicated that any biigade extinguishing a fne ■would be rewarded by the insuring 
company, and so competition waxed fieice when an insured house caught fire. The 
first brigade on the scene had traditional right of way and was entitled to the full 
reward unless it called for aid, which it was natuially reluctant to do, so that many 
a file got the bettei of a lone unit when two oi three could have subdued it. If the 
race to the scene of the fire resulted in a tie between several brigades, priority 
rights w^ere settled with fists ■w hile the lire blazed away in the background. Should 
a race end in front of a burning house ■with no fire-mark, and so no guaranteed 
reward, the firemen would promptly depart and report a false alarm — a cold- 
blooded custom that must have accumulated business for the insurance companies. 
Tow'ard the third quaiter of the century paid fire departments began to succeed 
the volunteers, and from that time the tire-marks lost their function. They were 
then genet ally discontinued, though some companies still placed their trademark 
plates on insured houses puiely for adveitising purposes. 

The Insurance Company of North America has assembled a hundred and 
seventeen old American fire-marks from eighteen states, dating from 1752. They 
make up the most complete collection in existence The fire-marks here reproduced 
(Figs 83-88) aie all in this collection, wdiich is open to public view in the company’s 
main office in Philadelphia The first insignia of the Insurance Company of North 
America ■w'as a lead star nailed to a wooden shield, and this fire-maik exists in a 
solitaiy example. It was found in 1929 after a systematic search instigated by the 
discovery of a stain on a house in Philadelphia which was exaetTy the same shape 
as the shield of the star mark, no sjK'ciinen of winch had been seen since 1879 Trac- 
ing back from the present owner of the building to his grandfather, the shield was 
finally discovered — -with the faint outline of a star, but no star. The old man re- 
called nothing more than that the star had been sold to a second-hand dealer from 
Baltimoie The end of this tale of collector’s luck (which highlights the point that 
“luck” IS generally attributable to the perseverance of the collector) is that every 
junk shop in Baltimore was ransacked and the old star was eventually found. It 
exactly fitted the wooden shield, and today is the raiest of all fire-marks. Other 
stars have been offeied for sale but scientific examination has proven them to be 
forgeries. 

It IS interesting to compare the English and American fire-marks. The plain- 
ness of the American designs and w'orkmanship as contrasted with the elegance 
of the English is striking, and w^as remarked by Harold Gillingham in his article 
in A'litiqurs on “The Fascinating Fire Mark.” The American examples are all of 
sturdy design, quite crude, but vigoious and well-balanced in effect. The English 
plates are relatively delicate, with pieiced open-work lightening the solid metal. 
Interest focuses on fine internal detail while in the American examples the em- 
phasis IS on the basic design. It is significant to find that even in such apparently 
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homogeneous objects as fire-mai’ks a fundamental difference between English and 
American style is apparent. 

The exterior trademark decorations for short-line railroads are one branch 
of folk sculpture that has only recently come to notice Lucius Beebe, writing of 
“railroad art’’ in his Mixed Tram Daily, draws attention to this phase of Ameri- 
can design, which deserves the consideration of those who appreciate the qualities 
of nineteenth-century folk art. The bronze eagles for smokebox doors and iron 
cut-out Indian wariiors and braves for headlight ornaments are railroad trade- 
marks in the tradition of the eaily, individualistic trade signs (Fig. 53). The eagle 
here reproduced could have been derived fiom some earlier ship ornament — per- 
haps from a carved pilot-house e^gle which topped a steamboat — while the sil- 
houetted Indian is clearly a lineal descendant of a primitive Indian archer weather- 
vane (see Fig. 29) It is interesting to see that the most dynamic designs for Ameri- 
can eagles and Indians were adopted as decorative symbols for the new era of speed. 
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67. Cigar-Store Indian 



59. Trapper Indian 
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Cigar-Store Indian 



62 Indian Maid 


68. Squaw 



64. Lady of Fashion 
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C(5 Man with Grapes 


67. Baseball Player 


68 *‘Col. Sellers” 



69. Darky 


70 Dancing Darky 



71. Bootmaker’s Sign 



72 Captain Jinks of the Horse Marines 


78 MillineT‘s Sign 
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New York Volunteer Fire Department 


75. Rev. Campbell 


76 Jail Sign 


77, Sailor 


78 Race Track Tout 



80 Policeman 



8J. Navigator 



88 Fire-Mark 


84. Fire-Mark 



85 Fire-Mark 



87. Fire-Mark 


CIRCUS AND CARROUSEL CARVINCfS 


T iik primitive circus which was the ancestor of the elaborate modern perform- 
ance was a simple itinerant show. The gieat ciicus on toui had its humble 
oiigin in the eighteenth century showman who, with a couple of trained or 
strange amnials, enlei lamed loadside tap-room audiences. The next stage in the 
history of tlie circus was tlie caiavan with tent, menagerie and acrobats traveling 
in wagons for stop-over perfoimances. The railroad and showboat circuses came 
next, touring cross-comitiy in Iheir own cais and down iivei in then showboats 
This history of the evolution of the modern circus is discussed in detail in a chapter 
of Eichardson Wiight’s Ilawlcrs and Walkct^s in Early America. The recently 
opened Museum of the Ameiican Ciicus on tJie Ilinglmg estate at Saiasota, Florida, 
provides an oppoitimily to see at tiist liand some of the accossoiies of the old 
circuses. 

Most of the caivings which Ihis chapter illustrates came into being in connec- 
tion with eaily circus publicity. Posteis, for one thing, were punted in quantity on 
large sheets from caived wood blocks. Lettering was then added to give the perti- 
nent facts of tune and place foi each iieiformance as it moved from town to towTi. 
The designs were piobably colored by hand after the impressions were made, much 
as foi the later Cuiiiei and Ives prints. The wood block illustrated (Figs. 89, 90), 
made for an early ciicus poster, shows a tightrope performer diessed in a patri- 
otic costume of stars and stripes. In this punt the coloi scheme w'ould ceitainly 
have featuied led, w'hile and blue. There must have been many intoiesting wood- 
block designs for circus posters, but like the caived vveatheivane patterns they 
were generally discaided and destroyed when they had fulfilled their function of 
producing the pieces for which they wcie the intermediate stage The unique block 
reproduced was piescrved in perfect condition only because the rectangle of wood 
w’as utilized as the backing for a contempoiary boxed ship model of the period, to 
which it is still attached 

For its mam publicity tlie circus lelicd on the elaborately carved wagons which 
paraded to heiald the show. A number ot these circus wagons and details of the 
carvings which decorated them are lepioduced and wull be discussed. Befoie ex- 
amining the circus-wagon and carrousel carvings, however, it wall be worth pausing 
a moment to consider two personages wdiose combined talents brought into being 
much of this folk carving: Phineas T Banium, the great ciicus show’man, and 
Samuel A. Robb, whom we have already mentioned m connection wutli tiade signs, 
and who also specialized in the carving of ciicus-wagon figures and merry-go-round 
animals. 
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P. T, Barnum (1810-1891) was a Connecticut Yankee whose life history outdid 
the most fantastic Horatio Alger tales, and who became in his own time an Ameri- 
can legend. He started his career as a peddler of molasses candy and cherry rum 
in his military training days ; and at twenty-five he became a showman by buying 
and exhibiting Joice Heth, a negress alleged to be a hundred-and-sixty-one years 
old and to have been Washington’s nurse. In the year 1836-37 he joined a traveling 
circus, organized a new company, bought a steamer, and took his circus to all the 
river towns down to New Orleans In 3841 he bought the American Museum in New 
York. The following year he secured General Tom Thumb and some years later he 
imported Jenny Lind In 1855 he started his “Great Asiatic Caravan, Museum and 
Menagerie,” the pioneer of the super-circuses which were to flourish from that 
time on In 1858 he toured the British Isles lecturing on “The Art of Money-Get- 
ting. ” In 1871 he organized the “Greatest Show on Karth” and when in 1887 he 
entered into partnership w’ith Bailey, the Greatest Show became even greater. 

The parade wagons made during the second half of the century for Barnum ’s 
circuses are a noteworthy part of our heritage The circus caivmgs are entirely 
different from the unpretentious, utilitarian folk sculpture we find in other fields; 
they represent a native art indeed, but of a special kind, the popular art made foi 
folk on holiday, with lavishness, gaiety and glitter the keynote of its style 

Samuel Robb’s workshop at 195 Canal Street in New' Yoik turned out much of 
this early circus and carniv'al carving. Robb was an all-round carver to the American 
people in the third quarter of the nineteenth century ; he carved pattei ns for weather- 
vanes, steamboat ornaments, and cigar-store and other trade sign figures, as well 
as all varieties of the circus and carrousel pieces which we are now considering. 
In the late seventies he was employed by the Sebastian Wagon Company of New 
York and during that period devoted all his energies to circus carving. At one time 
Barnum thought up the idea of having a group of life-size wooden figures repre- 
senting nursery tale characters which would appear in his parades- — Mother Goose, 
Cinderella, Bluebeard, Sindbad, and many others. Nearly all of these were made in 
Robb’s shop, an order that must have kept things humming for quite a while. Robb 
was a fast, expert worker, individual in his technique in that he never used a mal- 
let but drove the chisel wuth the palm of his hand It seems that entire circus wagons, 
and the individual figures that adorned them, were occasionally redesigned and 
recarved to give them a new look; and it is likely that Robb took charge of such 
redecorating jobs as well as designing and executing countless circus-wagon figures 
and carvings of all kinds. Among the best pieces attributed to Robb are the Muses 
and monkeys reproduced (Figs. 95 & 96). 

The old circus-wagons, of which only a small number have been preserved, 
represent American advertising art at its giddiest and gaudiest. The circus, as 
Barnum conceived it — and the other circus showmen followed suit as a matter of 
course — was heralded by magnificent, awe-inspiiing wagons on parade. These 
wagons, rich with painted and gilded carving, dazzled the eyes of the spectators 
and caught their ears too, for some of them were bandwagons on the tops of which 
splendidly dressed musicians were seated in rows. The huge scale, lavish decora- 
tion, bright color and gilt, and lively sound of which a circus wagon was concocted 
were all intended to have a hypnotic effect on passers-by, to draw them irresistibly 
into the circus tents for the great show. 
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As we look more closely at a few of these circus-wagons, let us imagine away 
the cracks and peeling paint and the long-disused, static wheels. We must add in 
our mind’s eye the prancing white horses in luxurious trappings which pulled the 
wagons slowly down the main streets, and the richly garbed drivers who cracked 
their long whips. We should listen too for the sprightly musicians who played the 
most popular, catchy tunes as the wagon rolled by followed by swarms of eager 
youngsters who skipped along with the parade as if they were led by the Pied Piper 
himself. 

The bandwagon titled United States which is reproduced in Pig. 91 is probably 
the finest ciicus-wagon in existence. The central panel displays the Goddess of 
Liberty flanked by two Indians and surmounted by the American eagle. The back- 
ground of the entire wagon is striped in red and white, with stars against a blue 
ground in the upper right The gilded figures stand out in relief within the elaborate 
architectural framework, silhouetted against the background of stars and stripes. 
The wagon is a magnificent, super-scale American emblem. In its day, as its band 
played the Star Spangled Banner, it must have strongly appealed to the patriotic 
sentiments of the people as well as to their love of color and design. 

The Western Hemisphere bandwagon (Fig. 94), no longer in existence, was 
extraordinarily designed in a lich, rococo arrangement which featured carved lions 
and elephants and national emblems. Quite different in type is the unusually chaste 
wagon (Fig. 92) whose nautical decoration of dolphins and Triton’s spear is an 
outstanding piece of stylized folk art design. 

The Golden Age of Chivalry (Fig 93) is a striking circus-float wagon which 
was made for Barnum and Bailey by the Sebastian Wagon Company. It was de- 
signed by George Lawrence who worked for the Sebastians The huge, muscular, 
two-headed dragon, carved in full lound, was conceived as the protector of Ameri- 
can womanhood. A gorgeously spangled young woman, undoubtedly of Mae West 
physique, was ensconced on the iron-railed seat between the dragon’s wings, making 
a striking tableau as the wagon bowled along in parade. 

The individual figures reproduced, all taken from one Barnum and Bailey 
circus-wagon (Figs. 95 & 96), were reputedly carved by Samuel Robb. Such figures, 
and a variety of others including a number of portraits of Jenny Lind, added a 
great deal of interest to the circus-wagons The pair of huge monkeys are especially 
appealing, and seem much more human than the compactly designed and classically 
posed Muses. These figures are carved of pine, and were originally covered with 
gold leaf. It is not hard to imagine them glittering in the sun as their splendid 
wagon rolled majestically down Main Street. 

The carrousel animals were in some ways very similar tq the circus-wagon 
figures, being carved of soft wood and painted in much the same style. Both types 
of carving were designed in the carnival spirit. The circus figures were, however, 
planned to decorate the flat sides of the wagons and so their function was archi- 
tectonic and their poses inevitably static. While some were carved in the round 
the backs were flattened to fit the wagon, and more often the circus-wagon carvings 
were executed in half-round or low relief. The carrousel animals were of course 
free-standing figures, carved in full i ound. As the merry-go-round was designed for 
exhilarating movement the most basic characteristic of the animals was their dy- 
namic pose, intended to carry out and intensify the sense of motion of the revolv- 
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ing platform. The carrousel was a superanimated, life-size menagerie in wood, 
featuring the popular exotic circus creatures — lions, tigers, panthers, giraifes, os- 
triches, and fine white horses. 

The huge painted rooster carved by a Vermont cabinet-maker (Fig. 99) is more 
prosaic than most carrousel subjects, but he struts along as only a carrousel rooster 
would. Every bit of him, from his shrewd, alert eye to the tip of his tail, adds to 
the conviction we feel from his muscular stride that we have here not a plain barn- 
yard fowl but a feathered giant m seven-league boots. 

The spirited white horse (Fig 98) expresses high-powered speed in his sinewy 
legs, tensely arched neck and dilated nostrils, and especially in the finely stylized 
mane and tail that seem to lift with the rushing wind as he flies along. Young riders 
must have gripped the saddle and pulled the reins when they rode this large, mighty 
steed to be sure he would not gallop with them right off his platform. This carrousel 
horse, as is quite typical of the breed, is proportioned in such a way as to giow 
gradually larger toward the fore part, an abstract device designed to create the 
illusion of forward movement. 

The merry-go-round horse has come to symbolize the American carnival spiiit, 
and was featured in the recent musical comedy. Carrousel. There are few art forms 
in which the exuberance of a galloping horse is as vitally interpreted. 




89. Misa America on a Tightrope 




92. Dolphin Circus Wagon 






Muses from Circus 



96. Monkeys from Circus Wagon 






99 Carrousel Rooster 
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E arly amerjoan toys, as \sc see them in the examples that have been preserved 
and in old eluldien’s poj traits, aie not as dilTerent as one might expect from 
our “oducaiional playthings” of today. Modem block sets and streamlined 
wooden trains are delibeiately i educed to essentials of design in accordance with 
conclusions i cached by scientific studies of child psychology The same thing was 
done instinctively by the makers of early toys. A fragment of a spotted toy cow 
from ancient P^gypt is much like a primitive American toy dog, and both resemble 
the toy animals made today for use in progressive nursery schools. Children have 
alwajs liked best the least intiicate toys, that left most to then imaginations. The 
early homemade toys weie so simply designed that their makers unconsciously 
acliieved an almost abstract and highly individual stylo That is why the old to}s, 
whittled by the village carpenter, snipped out by a traveling tinsmith or baked by 
a local pottcj aie collected today as worthy examples of native sculpture. 

Children’s portraits and paintings of family groups provide us with a glimpse 
of these toys in contemporaiy use Toys were prominently displayed as a generic 
attribute of the child in provincial portraits, so that we have good painted records 
of the oiiginal appearance and approximate period of use of many eaily rattles, 
dolls, hobby-horses, toy wheelbarrows, carved animals, kites, and other playthings. 
In one piimitive family portrait in watercolor o^\iiod by the author each of the 
children holds a different toy. In another, a likeness of a small Veimont boy painted 
on a coach panel about 1825 by one ‘^Vsahel Powers, Painter,” there is a candle- 
stand in the center of which sits a fieicedooking giay dog mounted on a squeaking 
bellows. Squeak-toys have been soon in children’s poi traits painted as early as 1780 
but most of them seem to date fiom the second and thud quarteis of the nineteenth 
century A carved and painted wooden horse together with a mid-nineteenth-century 
daguerreotype showing a little boy who clutches that very horse in his hands as he 
sits for his likeness was recently found in Connecticut An oil poi trait of this penod 
by Joseph Stock of a lad with a magnificent hobby-horse on wheels can be seen in 
the New-York Histoncal Society The boy holds the horse’s biidle in one hand, a 
whip in the other, and seems just ready to mount his fine steed Dolls of many pe- 
riods are to be found in children’s portraits, and these are especially interesting 
when the paintings are dated. Such is the case in the delightful watercolor poi ti ait 
of little Emma Claik with her doll, painted in 1829, which is in the Halladay-Thomas 
collection in Sheffield, Massachusetts. 

Most toys worthy of consideiabon as folk art are of New England or Penn- 
sylvania provenance. These two areas weie the cenleis of the craft tradition in 
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America, and it can be seen from the list of plates that the majority of outstanding 
examples of folk art in all fields, as well as toys, have been found in Pennsylvania 
and New England. 

The kinds of interesting folk toys produced during the eighteenth and nine- 
teenth centuries in America make a long list. Among them are carved wooden dolls, 
jointed wood and metal “ dancing*’ dolls and jumping toys, hobby-horses, wood 
and chalk animals, papier maehe squeak-toys, pottery bird whistles, and miniature 
decoys There were also carved Gardens of Eden, Noah’s Arks, and other ^‘Sunday 
toys’^ whose Scriptural or educational value made them a permissible form of 
amusement when other playthings would have seemed too frivolous. The mechani- 
cal penny banks, while scarcely deserving of admission into the folk art category, 
were amusing and, we assume, chaiacter-building toys. 

The doll and the hobby-horse were the most popular toys for the girl and boy 
of yesteryeai, and large numbers of fine examples have been passed down from 
generation to generation. The eighteenth-century pine doll reproduced in Fig. Ill 
was made in New Hampsliire about 171)0 It is one of the oldest American dolls and 
one of the best fiom our point of view. Another delightful doll is the wooden — veiy 
M^ooden — Maine policeman with a lemovahle hat (Fig. 101). The jointed Indian 
maid of Pennsylvania origin (Fig. 109) is especially atti active to us as a silhouette 
design, and must have been fun to play with foi she will take any number of 
striking poses. 

Hobby-horses are almost uniformly appealing, and are among the most forth- 
right examples of folk carving. One now in the collection of Holger Cahill seems 
to have been carved by a chairmakci, for it stands on simple turned chair legs sup- 
ported by sti etchers. Anothei w^as made by the well-known ship caivei AVoodbury 
Gerrish at the Navy Yaid in Portsmouth, Now^ Hampshiic (Fig 104) Some late 
examples are stamped witli tlie names of city companies, indicating that the making 
of hobby-horses had growm to laige propoitions by the end of the nineteenth cen- 
tury. The carved horses aie characteiistically plain and stuidy, with slightly curved 
bodies, simply carved heads and flat, conventionalized legs fastened to platfoims 
on wheels or splaying out to meet wooden rockeis The coloring is often quite gay, 
some being spatter-painted oi painted tan or gray oi led oveilaid with black swirls 
to suggest hair Leather eais and real lioise-hair tails WTie often attached and 
sometimes a foi clock too Lcatlier and metal tiappings and an upholstered carpet 
or even biocade seat were finishing touches to make some special hobbies supei- 
luxuiious One mount was fimslicd with a lirass thiimh-tack in the center of each 
round eye which gives the creature a wild, furious expression. Most hobby-hoises 
appear to be placid and fiiendly, but some are arrogant and spirited, and it is ex- 
traordinary how convincingly the basic character of each horse is communicated by 
the carver, despite the conventionalized pose, expression and coloiing. 

The animated playthings were of a variety of kinds: articulated animals that 
jumped about when an attached stick was pushed or pulled, dolls that danced when 
Jiggled on a string, hens that could be made to peck most realistically by raising 
and lowering a wooden ball which weighted the jointed heads and tails, miniature 
merry-go-rounds, Punch-and-Judy toys, and a number of others. The chalk animals 
that gently nod their socketed heads must have been among the most appealing 
toys for mild-mannered boys and girls. 
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Animal toys of painted papter mache mounled on paper bellows that squeaked 
in supposedly appropiiate but very slightly varied sounds, were made (and per- 
ished) rn huge nuinbeis The survivors ai’e goner alh Avoin and ragged, altliougli 
a few splendid pieces such as the proud peacock (Fig 107) seem scaicelv touched 
Some hoi rid mama must have snitched this one fiom the to\ cuplroaid and placed 
it on her parlor mantel when it was still quite new 

Bird whistles, oi blow birds as they used to Ire called, veie another sliglitly 
noisy toy (Fig 108). A breath blo^n into a hole in the tail eineiged as a clear, high 
whistle from the back Tlicse blow birds vcie made hv eigtiteentli- and niiieteenth- 
centuiy English potters, and were widely imitated in the eaih nineleeiitli ceiitun, 
in much cruder form, in Ohio and I’emisylvaniu 

The quietest toys of all, known as “Sunday to>s,“ were inlendcd to be elevat- 
ing as well as enter taiiung, and wcue reserved for Sumhn s whim Iroisteious phi\ 
was banned. Carved Gardens of Eden inhabited by Adam and Eve and tlie serpent 
were made for this purpose by the Feniisylvarua whitller, Wiliielm Sehiminel (Phg 
115). Noah’s Arks, like the one which is now a part of the Essex Insiitute’s line 
collection of early toys (Frg. 119) were most popular This was owned m hei child- 
hood by a Miss Willson, wdio wms born in ITlJo Slu* said of it long ago that “it wms 
made with the mind as w’ell as wuth the hands,” and that was the w'ay it wms meant 
to be played with too The Ark contains more than fifty niiiniteh carved and hnl- 
liantlv enameled animals of all kinds and sizes, dowui to crickets, lad} -hugs and 
buttei flies An article published in the magazine Anttquf^ for Juh, 1931, describes 
a more primitive Noah’s Aik carved in wmod wuth all its passengers This carving 
is attributed to an anonymous Negro bai'tcnder in the South, and is unique foi the 
piGsence in the Aik of a man and woman with three offspring — a quite original 
interpretation of the beginnings of our population! 

Othei toys probably deemed sufficiently educational for Sundav use were the 
sots of caived wooden dolls engaged in vaiious useful occnpntions Such is the 
eighleenth-centurv group of .]ointe(l wooden dolls w'hich opeiate miniature machines 
illustiating the processing of flax These, of which the doll lepioduced in Fig 111 
IS one, are now^ in the collection of the South (\>unty Museum iii Rhode Island 
They are mounted on a wooden table and wlien a crank is turned several of the 
machines move in a lifelike manner This pioneei mechanical to} includes heaters, 
swinging knives, spinning wdieel, icel, loom, and sevmial otJiei devices The sets 
of toy soldieis, caived in the eaily days in all sorts of chaiacteiistic attitudes, as 
w^ell as the conventional upright pose, were probablv banned on Sundavs but used 
haid tiro rest of the week A unupie piece is an entnc Civil Wai battlefield ni ininia- 
tuie, owned by Mr and Mrs Rockwell Gaidinei, w’hich is lealistically filled with 
caived soldiers and horses and cannons 

Children have alwavs loved to create a toy miciocosm of the grown-up life 
about them, and so a nurnbei of the customs, costumes, furnishings, and utensils 
of our ancestois aie to be seen in miniature in early toys AVhen the itinerant tin- 
smith came by to fasliion cooky cutteis for mother, little daughters must have 
begged for a few" for then doll households, and so a number of these nuniaturos 
are to be found today. One lady-shaped cooky cutter just an inch high is a cherished 
item in the important collection of Titus Geese v, a muuhei of whose early to}s are 
reproduced here. Among the rarest and most fetching of lire iiumatuie toys aie 
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the till}" decoys which were made m the late nineteenth century by decoy makers 
as to\s for their children and grandchildren, as well as for display models. These 
minute ducks and s^ans were carved and painted with loving care, and must have 
Deen almost as much fun for the decoy makers to create as for the children to 
[)lav with. 

Carved animals of all varieties Avere among the most populai toys, and many 
of these deserve attention as prime examples of folk art The carver’s desire to 
make a to\ that would be simple, sturdy, and immediately attractive to the child 
resulted in the production of delightful pieces of cr'eative design like the small, 
mild-mannered horse, the strangely spotted dog with the painted chain collar, the 
genial Avhale (Figs 103, 105, 118) A large wooden horse on w^heels in the Essex In- 
stitute IS of different pedigree — nothing funny or humble about this noble animal, 
of wiiicli examples have been found in a variety of sizes. This type of caiwed toy 
hoise oiiginated in the Austrian T>rol and the Ameiican examples were most likely 
jnoduced by a mid-nineteeiith-century emigre w^oodcarvei. He piobably had sev* 
eial sons or other assistants wniiking wnth him to have enabled him to produce the 
number of these carvings found to date, wduch are clearly the work of one shop. 
Hundreds of attractive animal toAs are still to be found. Among these is the jointed 
dachsliund (Fig 106) and, most peisonable of all, iiunibois of caived and poly- 
chioined animal toys attiihuted to Wilhelm Schimmel (Figs 112, 113, 114, 116, 117) 

Schimmel is an almost legendary figure, for the stoiy of his picturesque life 
was jiassed along by word of mouth but not set dowm in any written lecoids in his 
lifotimo and only the barest statistics and local anecdotes survive to tell his story. 
Accoidiiig to tradition this Pennsylvania (loiinan, wdio lived fiom 1817 to 1890, 
was wounded in tlic Cuil War (some say the Mexican War), and fiom the late 
sixties to 1890 wandeied about the Cumbciland Valley near Carlisle, Pciinsyhmnia, 
whittling toy bii'ds, animals, and human figures for the village fanners’ childien, 
and occasional mantel ornarnonis for their elders In this fashion he Gained a 
meagre livelihood, or at least his board and lodging and the rum he is said to have 
liked too well. He often passed a caiving across the bar in exchange for a pint, so 
that almost every tavern in the Cumberland Valley at one time had a Sohimmel 
piece on display During one piosperous period he is supposed to have tiHA'olod with 
a house and l)uggy filled AAnth caiAungs for sale, hut mostly he eaived his pieces as 
he went ; and the children pr’obably enjoyed Avatchmg saucy roosters and aleit dogs 
emei go from a chunk of pine as much as they subsequently delighted in owniing the 
finished toys His only tools were a sharp jack-knife and bits of glass to smooth 
away the knife marks, and a few^ paint bi’ushes. One can imagine the ohildien star- 
ing, pop-eyed, as Schimmel whittled out the cieatuie so vividly deserdbed in the 
Newark Museum’s folk sculpture catalogue as ‘Hhc little painted tiger A\uth the 
great dog-like head, who fairly grins with the bliss of holding in his huge teeth a 
stiff and utterly helpless little man ” 

More than fifty years after his death the best authenticated facts and traditions 
about Schimmel w^ere published, in some detail, in an article by Milton Flower in 
Ayiiiqnes Accoidmg to Mr. Flow^er “Old Schimmel” AA^as remembered as a big, 
somewhat terrifying, old man who sat by the roadside carving his figures His 
rough voice, Germanic speech, peculiar habits, and purposeful AA’andering as a 
caivei made him a noticeable character in his day. Oreider’s mill, near Carlisle, 
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was home to Schimmel for some time, where John Greider, a miller and farmer, 
gave him lodging in the loft of his washhouse Heie, by a eoveied budge, Sehinmiel 
was well-reinenibeiod as a raw-boned, ugly man who sat for hours, caiving and 
singing in German When he was not at Gi eider’s any hayloft or cellai was his shel- 
ter, and he is said often to have had free lodging in the county jails Schimmel died 
in an almshouse at Carlisle at the age of seventy-three, and was buried in the pot 
ter’s field Only one brief notice of his death was published, in a Carlisle newspapei : 

H)ld Schimmel’ the German who foi many years tramped through this and adjoin- 
ing counties, making his headquarters in jails and almshouses, died at the Alms- 
house on Sunday llis only occupation was carving heads of animals out of soft 
Pine wood These he would sell for a fe\> pennies each He i\as apparently a man 
of a veiy surly disposition ” 

Helen McKeanii, discussing Schimmel in an aiticle wiitten for the New York 
Su}i, points out that the now famous Schinniiel eagles, like the vagabond carver 
himself, seem to have a restless, loaming nature. Ceitainly there is a fiee, virile 
look to all these carvings which weie ciudely Avhittled and painted in stiong, ele- 
mental colois — black, gray, led, yelloAv, and green The subjects include animals 
of many kinds dogs, lions, tigers, squnrels, parrots, loosteis, eagles, small birds, 
and also a few Hessian soldiers and conventionalized fruit pieces There have also 
been found some sheep v\ith real wool glued to their wooden hides, and ni his last 
months Sehiinmel is said to have carved a small portra\al of tlie Ciucifixion Raiest 
of all IS the entire Gaiden of Eden (Fig Ho) A\ith Adam and Eve and the scipent 
in the tieo, all nailed to a picket-fenced board. One of Schimmel ’s Adam and Elve 
groups was exhibited at the (himheiland County E’aii in the 1880 ’s and he hurled 
euises at the judges who failed to aA\ard him a iibbon 

It has been estimated that four or five hundred of these animal and figure carv- 
ings, executed in the tradition of (Jermaii peasant art, A\eio made during the last 
twenty-five yeais of Schinnners life. Other “Pennsylvania pine” carvings are more 
finished and gi aceful, hut the Schimmel figuies aie unique foi the prinutive 
vitulitv of conception and execution that makes the smallest of the pieces a major 
example of folk ait design 

It is interesting to find that toymakers like Schimmel ended up by carving 
household ornaments that vere cherished as works of ait in their day as well as 
in ouis (see Eig. 141) Schimmel ’s toy eagles grew in stature as he carved his vay 
through the Cumberland Valley until, attaining a three-foot wingspiead, they were 
considered suitable decoiations for the pailor mantel and the gaiden flagpole. 
Today they occupy places of honor in the folk art collections of our leading mu- 
seums. 
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T he makin(j of decoys is one of oiir few indi^j^enous erafts, having been on^mated 
In the Indians loii^ l)cfote tlic arnval of the white man The vord ‘Moeoy” 
was used abioad to desciibe the tiaps into which Mild fowd Mere enticed, and 
the tame buds which weie used to lead them into these snares It W7is in Ameiica, 
liow^evei, that artitieial buds weie first set up to attract wild fowl wnthin lange of a 
concealed hunter 

Most tields of interest have lieen w nttcn up by numerous people, but the inves 
1ifi:ation of the decoy 1ms lemained a one-man achie\eineul Joel Raiber formed a 
lai^;e colhrtion of decovs and w^rote a book about them in 1932, and since tlmt time 
nothing; has been publisliod on this subject that is not directly indebted to his tiist 
leseaiclies Mi Baihei is still actively interested in the hobby to which he lias de- 
\oto(l a full (juaiter of a centuiy He has discussed some of his lecent tliou^hts 
about decors wnth this authoi, and his book forms the basis foi the summary here 
f»iven of the Instory of decoy making The difference between Mi Baibei S ap- 
|)ioach to the subject and ouis is that ho is interested in deco\s from tlie point of 
\i(‘A\ of the piactical spoitsman, we, liowever, are pnnianh conceined with them 
l)eeaus(\ though designed for puielv utilitarian i>ui poses, then makeis incidentally 
ciealed bird caivings which mont (*onsidoralion as folk ait 

The Aniencan Indian bud lures wane the fust decoys. The earliest wore crudeh 
slia])od mud heaps or bunehes of dried glass fastened to sticks w^hich loiighly simu- 
lated bud foims. These tempoiarv liguies weie succeeded b\ the first true decoys 
which were of twm kinds stuffed skins and birds made of bulliushes painted in 
natiiial colois Those alioiiginal decoys had been made hv a long-extinct tube of 
Indians, the jnedecessors of the Paiutes Perfectly preserved examples of them 
w'Oie diseoNGrod during tlie excavations of Lovelock Cave in Nevada, conducted 
foi the Museum of the American Indian in New’ York, wdiere these decoys, one of 
which IS heie illustrated (Fig 120), mav be seen 

Fioin such primitive beginnings the making of aitificial birds developed rap- 
ullv, for the Colonists imitated the Indian hues, and subsequently decoy making 
was taken up in Europe as w oil Scores of varieties of dec()\s can now* be identified, 
about evenly divuded bctw'oen floating dee()>s used to lure water birds and stick-up 
decoys for shore birds. 

Decoy making is one of the few’ forms of our folk art expression that has sur- 
vived the machine age for, though in the latter part of the nineteenth centurv fac- 
tories produced decovs in quantity, the home-carved varieties have remained more 
popular with discriminating gunners throughout the country, and are still being 
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made by hunters, carpenters, village whittlers, and professional decoy makers 
wherever there is bird hunting. Decoy making, moreover, continues as a modern 
craft based very closely on the methods of earlier generations of decoy carvers. 
Perhaps during our time a radically new kind of decoy made of some light, durable 
plastic will be perfected, but to this date, though plastic decoys have been experi- 
mented with, decoy making remains an old-fashioned craft. 

The techniques and materials of decoy making are widely varied. The main 
types of decoys are : those carved of solid blocks of white pine or cedar ; flat wood 
stick-up profiles; those made of cork and balsa wood; hollow decoys built up of 
several pieces of wood hollowed out and fastened together ; decoys made of slats 
nailed together ; factory-made wooden decoys turned on a reproducing lathe, with 
heads and tails finished by hand; folding tin snipe, patented in 1874, of pressed tin 
made in two halves, hinged at the top and fastened together on a stick when in use. 
The cork, balsa wood, hollow, slat, factory-turned, and tin decoys were later de- 
velopments and are inferior in design to the eailier types of carved floating and 
stick-up decoys which we illustrate in this chapter as valid examples of folk sculp- 
ture. 
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The carved wood decoy, an example of which is here shown in profile, front 
and top view (Fig. 121), is the most important type both for spoitsmen and col- 
lectors of folk art In this category are to be found likenesses of every species of 
water fowl which is hunted with decoys. The method of making these carved decoys, 
which originated in Colonial times, was perfected about the Civil War era and has 
continued in use with virtually no changes to this day. Decoy making, as Mr. Barber 
desciibes it, consists of four separate processes: body making, head making, assem- 
bling, and painting; with the supplementary minor operation of rigging which con- 
sists of attaching the necessary weights and anchors. The decoy maker first cuts the 
wood for a number of bodies into the required lengths and hews them roughly into 
the desired shape with a carpenter’s hatchet on a chopping block. Next the hewn 
bodies are placed one by one in a vise and finished with a long, narrow-bladed draw- 
kmfe. The heads are made in similar fashion, being sawed rather than hewn out of 
the small pieces of wood, usually according to a pattern or template. The heads are 
then finished like the bodies, and final touches are usually whittled with a jack-knife. 
The heads and bodies are next assembled, the heads being attached with long iron 
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spikes and supplementary nailing. The decoys are then sandpapered to remove 
tool marks, and finally painted. Occasionally glass or tack eyes are added, or the 
eyes may be indicated by incised carving instead of merely being painted in. The 
chief difference between old and modern decoy making lies in the painting, for 
some contemporary craftsmen have developed realistic feather painting while in 
the past formalized patterns of solid color were the rule. 

Mr. Barber’s book devotes a chapter to “Regional Decoys,’’ with descriptions 
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of those characteristic of Nova Scotia, New England, Long Island, Barnegat, the 
Chesapeake, Back Bay, Curiituck Sound, and the Gulf states. It is fascinating to 
lead how the diffeient kinds of decoys are used in hunting the various wild fowl 
represented, and to see how many types of decoys might be assembled by a collector. 

Decoys, for a number of reasons, make an especially pleasing collectors’ hobby. 
First, of couise, the caived wild fowl are interesting and attractive and so woith 
collecting and preserving. There is a wide variety obtainable, and almost all of 
them were once made in such quantities that good specimens cnn still be had at 
reasonable prices. The pieces are moderate in size, and can be nicely displayed Mr. 
Barber’s collection includes examples of every interesting type of decoy, and he 
effectively designed a series of shallow shelves set against w'hite walls for their 
display. 

If anyone feels at all inclined to consider collecting decoys, his book will crys- 
tallize the decision, for it is, as well as a painstaking history and practical hand- 
book, a delightful omnibus of collector’s anecdotes A rare whisthng swan was 
found in the granary loft of a farm on the eastern shore of Maryland, and we shaie 
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in retrospect the collector’s thrill when he spotted it among a group of broken 
derelict decoys thrown in a heap as discarded equipment. A characteristic tale of 
his search concerns a unique specimen of a sea loon made by a Maine lighthouse 
tender (Fig. 128). Mr. Barber tells how one Captain Band secured the old decoy, 
presented it to him, and told him how the decoy was used to snag a loon and finally 
how the loon was cooked : 

“To cook a loon,’’ says Captain Rand, “they parboil first and use some sort of ‘chemical,’ 
then they roast it ’’ 

Impressed by the •word “chemical,” the writer ventured the question — “Soda?” 

“Maybe ’twas,” said the Captain, “but if they are cooking loon for me, I’d specify Dutch 
Cleanser ” 

This loon 18 a peifect specimen of a collectors’ item that combines just about 
every desirable attribute — top quality and condition, scarcity, and even a flavorful 
story associated with its acquisition. It is in fact one of the outstanding American 
bird carvings, regardless of category. The long, flat shape and black-and-white 
pattern were dictated by its practical function as a decoy; but its makei, though 
he did not do so delibeiately, created a carved foim any modem sculploi would be 
proud to claim. This is true, in varying degrees, of all the decoys we have chosen 
to illustrate. These decoys are made in the basic forms of the birds they were in- 
tended to lure, but they are fai fioin liteial copies. Made with the simplest tools, 
the decoys were executed with the non-realistic attitude on the part of the maker 
that characterizes all primitive and abstract art in which design predominates This 
IS the chief reason that they have been admired by modem aitists The old decoys 
are so formalized as to have an almost twentieth-centuiy an, and examples like 
the primitive blue heron and the black plover (Figs. 126 & 127) have been compaied 
to the foims of Mestrovic and other modem sculptois. The most interesting part 
of all this IS that the abstraction, in decoy making, was entirely delibeiate on the 
part of the early carvers, who had somehow come to the conclusion that literal 
reproductions did not attract the buds as effectively as decoys created as abstract 
symbols. 

It is extraordinary how vitally the essential character of the bird is suggested, 
in distilled essence, by the simplest plastic means. This heightening of basic at- 
tributes was found to be piactically effective in decoy making, and distinguishes 
the best sculpture of all kinds. The loon (Fig. 129) has a body like a flat-iron and 
an unrealistic notched silver tail, but its turned neck, made of a gnarled root, gives 
it a quick, bright look that exaggeiates the alert quality of this bird and makes it 
seem livelier than any realistic model could. The beautifully shaped pintail diake 
(Fig. 123) IS the very type of smooth-swimming water fowl, and its drastically sim- 
plified feather design must have been cleaily visible to the game ducks at quite a 
distance. This decoy’s surface design with its contrasts of straight and curved 
lines and interesting tonal pattern makes as satisfying an abstract aiiangement as 
a modernist’s “Composition.” The male eidei duck (Fig. 122) is a similai absti ac- 
tion, m an even bolder pattern. We can imagine the mates being iiresistibly drawn 
to so vigorous an impression of one of their kind, resting quietly on the water, and 
our eye is equally held by the fine, strong foim and design of this decoy. The deli- 
cately accented curves of the elegant wild swan and the exaggerated bulk and 
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squareness of the oversized Canada goose (Figs. 124 & 130) are good examples of 
the old decoy makers’ highly stylized versions of the fowl they aimed to attract. 

Mr. Barber reproduces a modern representation of a Canada goose decoy made 
in the nineteen-thirties, which is realistically shaped and elaborately painted in 
a good imitation of the actual appearance of the feathers. In looking from our 
roughly blocked out and simply finished goose to this sleek modern specimen there 
is one immediate reaction : namely that the old decoy creates a much stronger im- 
pression. It appears somehow more solid, for the eye takes in the whole mass as 
a unit, while it skims over the elaborately painted surface of the modern decoy. 
The latter makes a more diffused impression, for the eye tends to pick out details 
here and there — feathers, a beak, tail, wings — rather than to assimilate at a glance 
the whole compact goose form with its suggestion of latent movement. This, it seems 
likely, is also the difference between the way the two decoys would impress a goose; 
and certainly accounts for the attitude of the old decoy carver, who reduced his 
foims and surfaces to then basic essentials in order to create the most instantan- 
eous and concentrated impression on his quarry. Needless to remark, the same 
diffeiential accounts for our selection of the old decoy as an interesting example 
of folk art. It seems as if we might safely formulate a positive conclusion on which 
to b^se decoy making, and decoy collecting: it is the simplest and most stylized 
decoys that most strongly attract both the wild fowl and the decoy collector! 
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SCULPTURE FOR HOUSE AND QARUEN 


T he eably amerjcan hoit.se 1ms been one of the most iiopulai models for modern 
interior decoiation. Yet in most contemimraiy adaptations tlieio is little 
feeling for the rich color and design that animated the homes of our an- 
cestors, Department-store versions of j\njeiicana have dominated popnlai taste 
with their stock furnituie of orange-shellacked pine and niajile, knotty pine walls, 
white muslin cui tains, and glossy white Avoodwoik Actually, the typical eaily 
Ameiican iiiterioi was entiiel} difTeient from the emasculated jiopulai version. 
Woodwork and paneling were often elaborately caived and painted in a variety of 
strong colors. Floors might be stenciled in gay lepeat designs, and plastei walls, 
frequently tinted in pastel shades, wcie sometimes painted with blight stenciled or 
fieehand scenes. Fabnes weie of vaiious weaves and designs, typically dyed in 
vnnd colors rather than bleached to white AVo aie especially iiiteiested in the fact 
that eveiy household wms fuithei embellished not only with pi nits and paintings 
that bung on the walls, but with all vaiieties of sculptuial decoration 

A good restoration of a typical eaily American house might well include a few 
ornamental pieces of earvod wood or whalebone, oi perhajis a gioup of pottery or 
plaster figures, and decorative acoessoiies such as dooi stops and andirons Some 
aichitectural carving, functionally designed foi lutonoi or exterior, would be a 
correct detail Even the homely objects of daily use in (he kitchen could provide 
many attractive examples of eaily Ameiican design And in the garden might be 
displayed a few interesting jneces of folk sculpture in the form of lawm oi fountain 
figures. 

From the late eighteenth througli the latter pait of the nineteenth century tolk 
art flourished in America. The people wanted then sunoiinding.s to be beautiful 
as well as practical, and they had the conviction that anyone who wished to could 
paint or carve It w'as this democratic and typically Ameiican attitude towaid the 
arts, combined with a vigorous and uninhibited sense of design, which caused the 
production of the large body of native folk art. 

Though most folk sculptuies were designed for use, with decoration as a sec- 
ondary object, a numbei of household ornaments wmie made simply for the pleas- 
ure of producing and enjoying them. Decorative carvings are the most interesting 
pieces in this category. Carved mantel ornaments such as a pan of polychromed 
pheasants in the Williamsburg collection aie typical but relatively conventional. 
Elaborately whittled display pieces in patiiotic vein like the figure of Liberty 
and the alert little George Washington on hoiseback aie lepreseutative examples 
of folk sculpture at its best (Figs 153 & 156). Carved statuettes of domesticated 



142 SOULPTUBE FOB HOUSE AND OABDEN 

animals were especially popular in their time, for the rural household was closely 
tied up with the livestock of the farm. These modest animal carvings are now 
eagerly sought by collectois (see Fig. 151). A “Venus de Milo” with a strange, 
aichaic smile, a piece that defies classification, was whittled by the Pennsylvanian, 
Aaron Mounts. Mounts, said to have been an admirer of Schimmel’s carvings, also 
brought into being the amazing poodle and the delightful little owl shown in Pigs. 
140 & 144 Among the most naive decorative carvings aie vaiious scenes, rendered 
in the round and in low relief and appropriately painted. There are a number 
of examples of hunting gioups, with a huntsman and one oi more dogs, of 
w’hich F'ig. 155 is a delightful example. A whole barnyard scene w'hittled in scale 
to fit into a cigar box is owned by the Newaik Museum. There is a large carved 
view of New Amsterdam in the Rudolph Haffenreffer collection that must have 
been designed to be hung as a featuiod pailor ornament Among the story-telling 
relief scenes one in the Haiden de V. Pratt collection represents Molly Pitcher of 
Revolutionary fame loading a cannon against a background crammed with Biitisli 
and American soldiers. Another, an exciting fight between a frontiersman and an 
Indian in the collection of Mis Bei>l De Mott, is captioned “Bronco Charlie, His 
Last Shot ’’ 

Glazed potteiy representations of animals and people w ere common household 
oinaments during the eighteenth and eaily nineteenth centuiies. Some of these 
pieces W'eic imported fiom English, Fiench and Geiniaii potteries, but moie were 
made at home (sec Figs. 145 & 157). 

In the second half of the nineteenth century plaster “cottage oinarnents” out- 
stiipped the pottery products in populaiity. The making of chalkwarc iii this coun- 
try goes back at least to 1768 wdien one Heniy Christian Geyer advertised in Boston 
that he practiced the “Art of Fusei Sinmlaci onnn oi making of all soits of curious 
animals of Plaster of Pans ’’ It is, howevei, the late Pennsylvania lathei than 
the early New England chalkw'aie that collectors know so well today This niinor 
sculptural ait flouiished m the second half of the nineteenth centuiy on a scale 
coinpaiable to the piint pioduction of Messrs Curlier and Ives A type of house- 
hold decoration that closely paialleled in subject matter and style the Cuiiier and 
Ives pi lilts was the “statuary” executed in the 1870 ’s in New Yoik by John Rogers 
Titles of the pieces, piiced from ten to fifty dollais, included “Playing Doctor,” 
“Weighing the Baby,” “Going for the Cows,” “Country Post Office,” and “The 
Council of War ” These Rogers gioups, realistic castings of a wide vaiiety of 
genre subjects, cannot be classified as folk art (or art of any kind), but as house- 
hold ornaments populai for a number of years they played a pait in the life of the 
people and as such aie woithy of our interest 

Chalkw'aie, made largely by the Germans of Pennsylvania, but also found in 
sections of New' England settled by Germans, w'as the cheapest available form of 
household ornament Almost all of it was made between 1850 and 1885 Many pieces 
sold, geneially via the itinerant peddlers, for as little as fifteen cents (see Fig. 137), 
and averaged no more than half a dollar for the more elaboiate items Chalkw'are 
was for the provincial middle classes a substitute foi the Staffoidshiie owned by 
the wealthy, and the chalk pieces generally followed popular Statfoidshiie models. 
The English designs were, how'ever, infused wnth a Get man folk art flavor, and 
developed in America with bolder patterns and simpler color. The chalk pieces were 
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brighter, stuidier, and both literally and figuratively lacked the polish of the aris- 
tocratic. Staffordshire porcelains. The animals and people all have a fiiendlier, less 
airogant pose and expiessioii, as if adapting themselves to the enviionmont of 
ordinary folk, where they would grace tables of scrubbed pine lather than polished 
mahogany 

The subjects to be found in chalkware cover a wide range There are all kinds 
of wild and domesticated animals: squirrels, cats, dogs, loosters, deer (Fig. 137). 
We find formalized fruit pieces and horns of plenty, and Christmasy chuiches and 
angels and Kris Kiingles (Fig. 139). There aie bloomer giils inspired by a Cur- 
rier and Ives print and other figures of various kinds, some pastoral, a few as 
piosaic as the fireman (Fig. 138). 

Our concern with chalkwaie as a folk art is due to the interesting stylization 
wliicli IS its chief quality. The simplification of form and gay, abstiact patterning 
of vivid color on the white ground makes these pieces look strikingly modem. 

Sciimshaw, unlike chalkware, was a decoiative art wholly native to America, 
and specifically to New England This woik, mentioned in Mohy Dick as “sciim- 
shandei,” was whalebone caiving, in the round or incised, made aboard ship on 
whaling voyages The substance used vas sciaps of whalebone or whales’ teeth 
The implements weie ordinary jack-knives and saws for caiving, gimlets made of 
nails foi dulling holes, files and grindstones and wood ashes for finishing, and .sail 
niakeis’ needles for incising With these primitive materials whalemen contiived 
wondeiful carvings to be bi ought ashoie as gifts for their stay-at-home families 
and f I lends They made busks decorated with scenes elaborately engraved and 
coloied with India inks, intiicate swifts for winding yarn, magnificently decorated 
jagging wheels for ci imping pie crust, chessmen and cribbage boaids, and canes 
topped with wall us heads oi plump ladies’ legs Besides the countless varieties of 
useful pieces theie weie .sciimshaw pictures of ship and whaling scenes, patriotic 
subject.s, and sentimental and everyday scenes of all kinds, incised and inked on 
pieces of flattened whalebone and on whales’ teeth The carving repioduced as Fig 
147 IS an exti aordinary piece of sculpture in the round made from the teeth of 
whales by an anonymous tar. One can imagine his having painstakingly caived out 
this scrimshaw pioposal for Ins lady-love during long years at sea, to present to 
hei 111 lieu of a verbal pioposal on Ins return from the voj’age. 

Sciimshaw pieces were a characteiistic household decoration in the towns of 
New Bedfoid and Nantucket and others which played a part in the whaling indus- 
try IJecorative accessories common to almost every eaily Ameiican home were 
dooi stops (ri“ pottery, metal oi wood (Phgs 135 & 150), andirons, perhaps in the 
form of Indians, (Jeoige Washingtons or Hessian soldiers, and bootjacks shaped in 
some iiiteiestiiig foim such as a naked lady or a devil (Fig 134). 

The early kitchen was a veritable treasure-room foi decorative objects of daily 
use, and the Pennsylvania kitchen was especially rich in utilitarian folk art Here 
one might find a caived stone pig used to weigh down the top of a barrel of sauer- 
kraut; theie weie always arrays of tin cooky cutters and pudding molds and carved 
butter and cake molds; and there was almost ceitainly an iron jamb stove with in- 
teresting decoration on the plates. 

The love of rich design was everywhere apparent The housewife i\as not con- 
tent to serve her butter or cookies in unadoined squares or circles. Her sets of 
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carved molds enabled her to stamp butter with the patterns of swans, eagles, cows, 
tulips, hearts, oi any number of designs (Fig. 160). Her cooky cutters made it 
possible to bake cookies in all kinds of interesting shapes — roosters, horses, squir 
rels, rabbits, men and women, Indians, or even a William Penn or Uncle Sam. It 
must have been a red-letter day for the hausfrau when the itinerant tinsmith came 
by with his jingling cart and made hei some newly designed cooky cutter, while 
the whole family watched his nimble fingers at M'ork with shears and solder. 

The carved marzipan and springerle cake molds made it possible for thin 
Christmas and Easter cakes to be stamped in low-relief designs. The hard-wood 
springerle boards were carved in intaglio, most often in composite groups of two 
to twelve patterns enclosed in separate .squares, to mark the cutting lines for small 
individual cakes ; while the marzipan boards were often designed for a single large 
cake as in the splendid example repioduced (Fig. 159). The dough was rolled thin, 
laid on the mold and pressed, so that the details of the design would appear in re- 
lief. This cake doqgh rose scarcely at all in the baking, so the designs remained 
sharp. The finished cakes could be kept for months and, though they were so hard 
that it has licen said it was as easy to eat the board as the cake, they were evidently 
a popular delicacy. Springerle cakes weie most often baked for Easter; marzipan 
cakes and all kinds of cookies for Christmas. Hoth cookies and cakes could be fur- 
ther oniamcnted w’lth colored frosting or a sprinkling of colored sugar, and must 
have made a splendid display at festive seasons Even pie crusts were often 
stamped with decorative designs foi special occasions, and the round pie molds 
that have been preserved are attractive examples of caived design. 

AVhile cooky cutters and butter and cake molds are collected today as folk art, 
they must be relegated to a minoi categoiy. The stove plates preserved from the 
early five-jamb stoves (Figs. 161-164) and the contemporary non fii e-backs (Fig 
165) aie relics of major importance, for they represent the outstanding examples 
of low-relief sculpture in metal produced in this country. Due to the efforts of 
Henry Chapman Mercer a large nunibei of the best plates weie rescued from junk 
heaps in the first years of our century and pieserved as a unique collection which 
can now be viewed in the Bucks County Historical Society. Good examples are to 
be found in a number of othei museums as well 

The early cast-iron stove, about two feet square, made of five plates fitted to- 
gether, was usually connected with the jamb of the kitchen fireplace, from which 
hot embers could be shoveled into the stove. Jamb stoves were made fiom the sec- 
ond through the third quaiters of the eighteenth century, but most of the best ex- 
amples date between 1740 and 1765 The stoves weie local to the communities 
settled by Germans, chiefly in eastern Pennsylvania, but also in New’ Jersey, New’ 
York and Virginia Many of the best plates w’ere made at Durham Furnace in Bucks 
County, AVaiw’ick Furnace in Chester County, Stiegel’s Elizabeth Furnace in Lan- 
caster County, and Marlboro Furnace in the Shenandoah Valley . 

Most of the plates aie anonymous, though some of them have names lettered 
w’lthin the design. Stiegel’s is the most famous name to be found on a stove-plate, 
and many of the best plates made at Elizabeth Furnace w’ere designed by him. 
“Baron” Heinrich AVilhelm Stiegel had founded the town of Manheim in 1762. He 
operated a glass w’orks theie, and Stiegel glass is as w’ell know’n to collectors 
throughout the country now’ as it was in Manheim in the eighteenth century. Iron 
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was Stiegel’s first venture in the business world, and he amassed a considerable 
fortune in Elizabeth Furnace and Channing Forge, where he designed and had 
cast numerous ornamental stove-plates, one of which is reproduced (Fig. 164). 

The front and two side plates of the stoves were decorated, the largest number 
with Biblical scenes, some with allegorical or genie subjects oi stylized desigtis. 
The Biblical scenes, with quoted text, were meant to serve as object lesson.s to the 
householdeis while they enjoyed the cosy heat of the stove, and Mercer’s book on 
stove-plates was well named The Bible in Iron, One typical genre scene lecording 
a family quarrel is accompanied by a rhymed sermon on patience The decoiated 
stove, which was the most prominent object in the kitchen, was indeed a three- 
dimensional household seimon These stoves bear concrete witness to the deeply 
moral and religious nature of the Pennsylvania Oermans 

Many of the stove-plates and the non fire-backs vhich were cast in similar 
designs are very beautiful, with soundly designed scenes, detailed with childlike 
directness through strong outlines and expressive gestures. The interpretation is 
vigorous, often dramatic or humorous, and the elements of the design are almost 
uniformly well composed. 

The “Wedding Fable’’ (F'lg. 161) is a good example This scene is generally 
interpreted as an old folklore custom of a test to determine which maiden will first 
secure a husband. A pair of breeches hangs from the lowest bianch of a leafy tree, 
barely within reach of three maidens who seem to be ti}ung to pull them down 
with forked sticks At the other side of the tree the husband-elect claps his hands 
to spur on the competition The figures, tree, bit of ground, and stylized clouds are 
placed within the rectangular frame, so that there is no overlapping, allowing 
forms and action to be presented with maximum clarity The profiling of the actors 
points up their gestures and gives them rhythmic continuity as a senes of related 
silhouettes. The foliated scroll at the bottom serves as a deeoiative base for the 
scene 

The scenes are all well coordinated with the architectonic framewoik within 
which they are placed, or with the ornamental scrollwork which accompanies them. 
A few like “The Plow’’ (Fig. 163) and some of the floral designs arc almost purely 
abstract, conceived in terms of crisp, hriear pattern. 

These stove-plates are evidence of a strong survival of the peasant folk art 
of Oei'raany, and of the fresh le-inteipi'etation along simpler and bolder lines of an 
Old World ait on American soil. 

Sculpture in low relief is seen in another medium in the carvings which orna- 
ment the interior and exterior woodwoik of numbers of fine eaily bouses in every 
part of the country, and especially along the eastern seaboard where ship carvers 
practiced their trade. Undoubtedly the most famous house decorator was Samuel 
Mclntire, the “master carver of Salem,’’ who ornamented scores of homes and 
public buildings in his town around 1800 Although much of Mclntire ’s carving is, 
like that of his contemporary Bush, more finished than the pieces we classify as 
folk art, his style was based on highly developed craftsmanship rather than aca- 
demic training, and many of his decorative sculptures are so original and native 
in inspiration that they may logically be included as within the folk art tradition. 
Among these are a number of mantels ornamented with vigorously carved eagles, 
a set of interesting architectural panels which were placed over the windows of 
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Hamilton Hall, a large, bold eagle carved in low relief for the doorway of the old 
Customs House, and one in the round for the City Hall. One of his most remark- 
able pieces of sculpture is the coat of arms of Massachusetts carved in a lunette 
for the pediment of the gate of Salem Common (Fig. 168). 
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Simeon Skillin was another eighteenth-century house carver, best known for 
his ship caiving but also for his fine furnituie and the figuies which he executed for 
Boston and Salem doorways. 

Just about a hundred yeais after Skillin and Meintire ornamented the houses 
of Boston and Salem with their carvings, a letired maritime carver by the name 
of Kdhur} Hatch was actively at work decorating the houses of Newcastle and 
Damariscotta in Maine. The brief summary of his life and work which follows is 
based on an unpublished manusciipt by Samuel Green. 

Hatch was born in Newcastle in 1849 and died theie in 3935. As a youth he 
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apprenticed himself in his native town to AVilliam Southwork, a successful ship 
oarvei. Later he was employed by Colonel Sampson in Bath, wheie he helped to 
carve a number of Sampson’s famous figureheads. During the following years he 
himself executed figureheads foi a number of ships In the eighties, Avith the decline 
of shipping, he was forced to accept employment as a night watchman in Chailes- 
town, Massachusetts. In the nineties he returned to Newcastle wheie he developed 
the early ship caiving for which he had been trained into an oiiginal and lively kind 
of architectural ornament 

Hatch’s architectural work enriched the modest frame houses of Newcastle 
and Dainariscotta. A good deal of it, comprising a large and remarkable senes of 
caivings, is still in place. The most vaiied assortment of caived oinainentation was 
executed for his ow'ii house in Newcastle, just “for the joy of the woik,’’ as a local 
newspaper put it. The exteiior carvings ornamented a poitico foi the front door 
and canopies for two ell doors, and included a fantastic gutter spout in the foim 
of a gatgoyle that looks quite a bit like a billethead, and a State of Maine Seal 
(Fig. 167). The inteiioi of Hatch’s house was also filled with carvings — eagles on 
a cannon, a tree full of cats, a panel of gilded fishes, and a chest decorated with 
sailing ships tacking out of a rocky harbor. Only the latter two have suivived, but 
all the exteiioi oinament was pieserved when it was ripped off the house It has 
been set up again on the Maine houses of Mr. and Mrs. Henry Beston at Nobleboro 
and of Mis John Cunningham at Wiscasset The fiont door poitico, now on the 
Cunningham house, consists of a caived cornice topped by a flying dove with side 
lattice.s of a highly stylized grapevine design. Tw’o panels in the railing area lepie- 
sent a hunting dog stalking some unseen piey, with a bud, butterfly and bee flying 
overhead; also a bear foiaging for nuts, accompanied by an enoimous dragon-fly. 
The dooiw’ajs ot the ells aie owned by the Bestous One has a pan of fantastic side 
suppoits made up of the heads of lions and foxes, joined by seipents and topped by 
a pall of gigantic tassels, ovei which is a pediment filled w'lth a iich variety of fi uits 
and vegetables. ’I’he othei ell dooi canopy is composed of an ornate console suppoit- 
ing a toliated pediment, wheie a trieze of large-leafed foliage conveiges at the 
center on a w'oman’s head. This was carved in full lound and is definitely leniinis- 
ccnt of a stei aboard poi trait on a ship. The State of Maine Seal formerly over the 
end ell dooi is a vitalized veision of the conventional design. In this piece, as in all 
of Hatch’s calvings, a varied relief allows the play of sunlight over the suiface to 
animate the design with stiong tonal contrasts. 

Anothei stiiking piece ot woik by Hatch, still preserved in New'castle, is a 
carved and painted emblem for the dooi way of the Taniscot Fiie Company, which 
featuies a fii email’s hat suiiouiided by the fii e-house bucket, rope, lantern, ladder, 
hatchet, hose, and bugle horn. A number of front door poitals and a summei house, 
carved with lobust, stylized foliage and grapevine motifs, are still pieserved in 
Newcastle and Damai iscotta. 

Hatch possessed a hundred tools, most of which he had made himself, and his 
style was self-made too He owned a couple of diawings of modestly draped nudes 
cut from an old newspaper, labeled “a perfect man’s piopoitions’’ and “a peifect 
woman’s pioportions’’ but, aside flora these models, which one suspects were 
largely ignored, and his craft ti aining as a ship carver, he was self-taught He re- 
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hed, boldlv and with splendid results, on his o^vn liking for i ich, lively, well bal- 
anced design. Hutch’s sculpture was executed with gieat gusto in a tangy, clean-cut 
Maine idiom. His best work, done in the last decade of the nineteenth century, rep- 
resents the last floweiing of the fine tradition of underivative New England wood- 
carving which originated wdth the early native figurehead caivers. 

Besides the curved decoiation which adorned architectural w’oodwork, a few 
exterior ornaments of wood and cast iron should be noted. An interesting decoia- 
tion made for a barn near Poitland, Maine, is a gaigoyle waterspout carved in the 
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form of a highly stA’lized cat’s head. This piece is thought to have been made by 
a ship eaivei, according to infonnation seemed wlien it was reeoided by the Index 
of Anienean Design. A number of painted non pigeons have been found in I’enn- 
sylvania whicli are said to have served as oinaiiients foi liouses and fences, and 
around ItKK) the snow-catehei eagles w'eic common loof oinaimuits almost evoiy- 
wheie Among the most fa.scinating exteiior oinaments aie small non Indians, cast 
in low'-ielief profihvs, an example of winch is disjilayed ni the fiist Pennsylvania 
room in the American Wing of the Metropolitan Museum These Avere said to have 
been attached duiiiig the eighteenth centui> to the doois of houses whose land was 
purchased fiorn the Indians, us a protective sign to pievent destiuction by Indians 
who might assume the land was lightly thens 

The lawns and gaideiis of Ameiican houses were from eaih times considered 
an appiopnate setting foi sculiituie of vaiious soits About the most exti aoidinaiy 
landscape decorations ever conceived were the life-size figuies of famous men ex- 
ecuted by Joseph Wilson the ship carvei (piobably with shop assistants) for 
“Lord” Timothy Dexter of New'buryport. Timothy Dexter (1748-1806) was an 
illiteiate but sinew d Yankee tradei who made a foi tune duiiiig and after the 
Revolution, and who m middle life became obsessed with his owm impoitance to a 
degree bordering on madness. He took the title of “Lord” and had his own poet 
laureate, bought a mansion on High Stieet in Newbui yport, which is still standing, 
and com’crted his estate into a “Museum” by commissioning over fifty wooden 
figures to be set upon rows of pillars and triumphal aiches which dotted the 
grounds. 
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In front of the mansion (Fig. 132) were thirteen five-foot pillais in a straight 
row, one for each state, on which the great figures of history were placed The three 
presidents, Washington, Adams and Jefferson, were set iimiiediately in front of the 
entiance. Benjamin Franklin, John Hancock, Alexander Haiiiilton, Rufus King, 
and John Jay weie placed nearby. Elsewhere, to quote Hextei ’s desciiption in 
A Pukd for the Knowing Ones, w’ere “2 grenedears on the top of the hous, 4 
Lions below, 1 Eagle, is in the Coupolow. . . . One Youiiecoine, one Hogg, Addaiii 
and Eave in the garden, — one horse,” and, he adds, “The houll is not concluded 
on as yet ” Additions included Bonapaite, Lord Nelson, Louis XVI, Venus, the 
great Indian Cornplanter, a strolling preacher and many others, with a caived 
portrait of the eccentric “Lord” himself near the front gate, on a pedestal on 
which was inscribed “I am the first in the East ” 

The entire plan w'as foi a sort of huge Peaceable Kingdom in sculptuie, with 
the gieat statesmen and men of letters and science from all parts of the woild, 
Biblical characters, lions and a lamb, and other animals The whole scheme signi- 
fied, as J P Marquaiid interpiets it in his book on Dexter, “the unity of nations 
and the gieut concord of the earth ” Of all this, almost nothing has survived. There 
is pieserved a lone figure of William Ihtt (Fig 154) w'hich sold at auction for a 
dollai after Dextei ’s death, the eagle on the cupola which is still in its original 
place, a pan of stylized female figures carved in low relief that were oiiginally set 
on either side of an arch, and a few disiiiembeied arms and legs. 

The oidinaiy hoise-head hitching posts and hitching-post figures, flagpole 
oinaments and garden statues seem tame decorations compared with Timothy Ucx- 
tei ’s colossal sculptural scheme, Ilow'cver, these common species of yaid oinaments 
w’eio all repiescntative examples of folk art A few^ aie of unusual inteiest, such as 
the wooden hitching-post heads in the form of grotesque caiicatuies, and a few aie 
of exliaordinary quality (Figs 143 & 146). 

A uiiKjue New'^ England object is the caived gate made about 1850 by one Hobart 
Victoiy Wilton for his front yaid in Waterbury, Connecticut (Fig 166) 

The caived and painted nieimaid (Fig 133) is anothei unique piece of .sculp- 
tuie It solved, piobably in the first years of the nineteenth century, as a fountain 
figuie 111 a Baltimore garden. A metal tube ran up the body to the mouth, allowing 
the 11101 maid to spout water which must have iisen and fallen in a curve, lepeating 
in level se the lines of her sweeping tail The contours and coloring of this lithe 
little meimaid aie simple in the extieme Her silhouette is nothing more than a 
stuidy, undulating line. She is coloied a flesh pink and two .shades of gieen — sea 
gieen tail and dark green hair, with eyes and brows outlined in daik gieen This 
figuie IS naive indeed but is just the type of wood sculpture fioiii which oui modern 
sophisticates have derived inspiration. 
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P ORTRAITS woic paiiitod in Anieiica dunns the seveiitoeiilh contuiy, while native 
portrait seiilptmc orij;inaled in the eaily seventeen-hiindicds Not neaily as 
many examples of sculptuie are to be found as of paintiiifi:, but the eaily poi- 
traits of stone and wood are among the most inteicsting pioducts of oui folk ait 
tiadition. Some of the eailiest poitiait sculptuio's found in Ameiica wore good, 
lealistic* pieces impoited from England bv wealthy families, and subsequently mu- 
tated by urban soulptois like William Rush of Philadelphia and later academicians 
At the same time, however, a gioup of natne stonecutteis and ship caivers tiled 
their hands at jioitiaiture Their technical tiaiiimg was simply that of well-grounded 
ciaftsmen, but theii achievements surpassed those of the academic sculptois in 
oiigmality and vigoi. 

The fiist native sculptois were the early New England stonecutteis whose 
giavestone portiaits we illustrate in Figs. 169-177 In 1927 Harnette M. Foibes 
published a scholarly book on these giavestones, including a detailed study of 
chronology, provenance, authorship, materials, techniques, subjects, and stvles, 
some aspects of which are touched upon in this chapter 

Anieiican giavestones aie recoided fiom 16511, and during the seventeenth een- 
tuiy those weie commonly ornanieiited VMth carved death’s-heads, skeletons, cher- 
ubs, and mermaids. Not until the eighteenth ceiituiy did portiaituie appear, and 
gravestone portiaits weie not usual until the second half of the century. The tomb- 
stone poitiaits of Gimdall Rawsoii bj William Codiiei (1715), and of the Rev 
Samuel Ruggles (1737) are exceptionally early (Figs. 170 & 174) 

William Codiiei of Boston seems to have been one of the fiisl to introduce 
the vogue foi gravestone poitraituie In this he was followed by a sizeable numbei 
of Massachusetts stonecutteis including Daniel Hastings of Newdoii and several 
inenibers of the Park family of Gioton, as well as one John Stevens of Rhode 
Island. Among the stones we illustiate, two of the Massachusetts examples may 
be definitely attributed. The fine poitiait of John Holyoke (Fig 171) was caived 
on a slab of slate by Daniel Hastings of Newton. Colonel Oliver Parti idge of Hat- 
field (Fig. 177) was carved m white marble by his kinsman, Solomon Ashley of 
Deei field. It is inleiesting to note that the majority of early likenesses on giave- 
stones are found m country lathei than city buiying grounds. 

The materials of the eaily giavestones were mostly native slate, maible, soap- 
stone, and fieldstones of every variety, though some were made fioni slate which 
had been brought fioin England oi Wales. The type of slate or stone had a good 
deal to do with the technique, slate lending itself to sharply incised contouis and 
fiat planes, marble and other stones to more rounded relief. 
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The gravestone portraits had evolved from the death’s head and angel, which 
were quite generalized in most instances but appear portrait-like in some, and were 
intended to stand for, if not actually to resemble, the deceased at the Judgment Day. 
The repiesentation of John Holyoke with wings is cleaily a portrait developed from 
the conventionalized winged angels, which were abstract symbols for the dead in 
the earlier stones The first portraits were frequently caived on the stone in com- 
bination with a skull, hourglass, scythe, or other symbol of the flight of time and 
the presence of death. 

All varieties of poi traits were executed, from the simple bust portrait in an 
oval flame to the full-length representation. One giavostone portrays a mother 
with an infant in her aims, standing in an arched doorway, another a New'buryport 
gentleman seemingly unawaie of a skeleton holding a scythe, w'ho approaches be- 
hind him and points an airow at his back Occasionally the portrait of the husband 
appeals on the wife’s grave, and vice versa. 

Because they are always dated the early poitiait giavestones provide valuable 
records of the appearance of the people and the dress of their day. We see specimens 
of all the individuals who made up eighteenth-century society — minister, soldier, 
schoolmaster, gentleman, housewife, child — accurately portrayed in the fashion 
then in vogue in that w'alk of life. The minister is seen in the burial ground today 
as his parishioners saw him every Sunday at church, in formal w'ig and devout 
expiession. The fine lady may be observed w^eaiing her best clothes and jewels, with 
hair carefully arranged. 

The portraits vary greatly in the degree to which the sculptor individualized 
his subject. Although details of dress aie factual, giavestoiie portiaits even more 
than piimitive painted portiaits tended to geiieialize the appeal dnce of the subject. 
The flank face of Polly Very of Salem (Fig 173) is an unusually direct and indi- 
vidualized giavestone jiortiait of an engaging eighteenth-century wench. The 
eaily stonecutters most often cieatcd a tuneless, etcinal type of poitiaiture which 
was peculiaily appiopiiate foi giavestone ethgies. In these eaily likenesses, which 
have survived time and weather for genciation upon geneiatioii, we see the very 
type of the pioneer New h3nglaiider, haidy and confident. 

Each of the stonecutter.s had a peisonal style, which is generally moie dis- 
tinctly communicated in las poitiaituie than the individual facial chaiacteiistics 
of the subjects he poitiayed Solomon Ashlev of Deerfield, who executed the like- 
ness of Colonel Oliver Parti idge (Fig 177), developed a stjlized poi trait foimula 
that IS unmistakable Another of his giavestones, for a Mr AVilliam Rubble buried 
in Pow'iial, Veimont, shows such identical facial chaiacteiistics that, if there had 
been no insciiption, and one was not awaie of the attitude of the early stonecutter, 
one would assume the two men to have been twins 

The giavestone for the Holmes children (Fig 176) is an extraordinary ex- 
ample of the conventionalized style of tombstone portraiture. The four profiles, 
almost identical, foim a hieratic repeat design which calls to mind an Egyptian 
lelief. Separated by the symbolic family tree with four broken branches, the “Four 
fjovely and promising Sons” aie immobilized in stone. There is no parallel in any 
othei American portraiture for such radically formalized design. 

After looking at the gravestone effigies it is entertaining to read some of the 
gravestone epitaphs that were their liteiaiy counterpart. The gravestone portraits 
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deserve a high place in our record of folk sculpture and some of the epitaphs have 
been repeated until they aie now part and parcel of oui folkloio Tlie same spaie 
Yankee vigor characterizes the pioneer folk carvings and the homely folklore in- 
scriptions on the tombstones. As it seems likely that the stonecutters in some cases 
at least originated as well as lettered the insciiptions foi the gravestones, it seems 
worth quoting a few typical examples. These, it should bo noted, aie solne^^hat later 
than the gravestone portiaits we have reproduced. 

The stone of a Cape Cod fisheiman, Captain Thomas Cottiii, succinclh desciibcs 
his life and death : 


He lias finislied catclnng cod 
And gone to meet hiw (iod 

A brisk, prosaic epitaph on a stone at Oxfoid, New llampshiio, reads. 

To all my friends I bid adieu, 

A more sudden death you never knew 
As I Mas leading the old mare to drink 
She kicked and killed me (juicker’n a Mink 

Grim verses dcscube with unspaiing slut!l)nc^s the fate of a young woman 
w^ho died at Milfoid, Connecticut, in 1792. 

Molly, 'tho pleasant in her day, 

Was sudd'nly seized and sent awav 
How soon slie's iipe, how soon she’s rotten, 

Laid 111 the grave and soon forgotten 

Like the caived portiaits tlio verses aie often ciude, nlwa>s diiect Here is 
one, showing, if nothing els(% (liat no pioblem couhl fa/e the stoneciiltci, oi the 
family of the deceased in thinking up an appiojiiiate veiso 

Here lies John Auricular 

Who in the way of tlie liord walked pei pendicuiar 

An epitaph from a stone in Soarspoit, Maine, exemphties the dry New^ England 
wit of the soit lolislied by simple count ly folk. 

Under the sod and under tlie trees 
Here lies the body of Solomon Pease 
Tlie Pease aie not heie theie's only the pod 
The Pease shelled out and went to (lod 

The last two w'e qnofe aie iintraced, but tliey arc locoidod l)y oial tiadition 
and somehow have tlie iing of aiitlionticity . 

Here lies the body of Sophionia Pioetor 
Who had a cold, but wouldn’t doctor 
She couldn’t stay, she had to go 
Praise God from whom all blessings flovi 

Beneath this little mound of clay 
Lies Captain Ephraim Daniels, 

Who chose the dangerous month of Ma\ 

To change his winter flannels 

It IS tempting to eontmuc in this vein, but w^e had best leturn to a more seiious 
discussion of portrait sculpture AVo have touched on tombstone poitiaituie, which 
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represents the one major field of folk carving in stone. The only free-standing por- 
traits of any importance were carved of wood, and among these are some of the 
major products of American folk art. Befoie considering them we should mention 
the chalkware busts made by the Pennsylvania (leimans, of which an example is 
illustrated (Fig. 182), and the portiait medallions which, like the busts, were made 
in molds of plaster of Pans and painted in the bright colors typical of Pennsylvania 
chalk. Political and military personages were the most common subjects for the 
busts, and the most popular portrait medallions seem to have been profiled like- 
nesses of Andrew Jackson and his wife. These poitiaits of national heroes were 
made in quantity and priced low for popular consumption. 

Wax portraits lepresent anothei minor branch of poi trait sculpture, but we 
have not illustrated any of those because it did not seem that they properly belonged 
in a study of folk art The w'ax poi traits, popular duiing the eighteenth and eaily 
nineteenth ccntuiies, weie executed with finished, illusionistic modeling; and it 
IS significant that the best-known Ameiican wax portrait artist. Patience Wiight, 
won acclaim in England and executed a good deal of her woik theie The two next 
most famous wax portraiti.sts, John (-hiistian Kauscher and Robert Ball Hughes, 
weio natives of (jleimany and England respectively. Raiischer w'oiked in an 
accomplished, academic (jeimaii &t\le, and Hughes won awards at the Royal Acad- 
emy 111 London 

The cast non statues of George and Martha Washington, manufactuicd by the 
Mott Iron Works for garden oinarnents in the second half of the mnoteenth century, 
were conventionally designed and of slight significance as folk poitiaiture 

It IS among the simple woodcaived poi ti aits, which developed Yankee whittling 
to a fine ait, that we find a continuation of the vigorous, homely style that dis- 
tinguishes the eighteenth-ceiituiy tombstones. The earliei woik of Rush and, with 
some exceptions, of Mclntiie is, as ve have leniarked, outside the folk art pale. 
Rush ’s poi traitui e was consistently based on the academic Engli.sh style Mclntii e ’s 
poll nuts, well exemplified by a bust of (roveinoi Wintliiop in tbe American Anti- 
quarian Society and a medallion jioitiait of Washington in the Essex Institute, 
are less academic than Rush’s woik, but aie not quite on the folk art level 

We have alieady mentioned and leproduced caived poi traits from almost 
all the fields of folk sculptuie which we have considered Two of the carved poi- 
traits here leproduced (Figs 178 & ISO) could, on the other hand, have been 
illustiated in connection with decorative sculpture, and one (Pfig. 179) was very 
possibly designed foi some sort of ship decoiation In our discussion, theiefore, 
we shall revaew woodcaived poitiaits, in geneial, and shall lefer to reproductions 
that occur in this and the othei chapters 

AVe have illustrated a number of figuiehead portraits— Andrew Jackson from 
the waisliip Constitution, and Alice Knowles and George Skolfield and General 
Portei, from the ships that boie their names (PYgs 1, 12, 17, 18). It is likely 
that the lady with the umbrella (Fig. 10), which was found in Nantucket, w'as a 
wdiale ship’s poi ti ait figurehead. The stern caiving from a whaling bug portray- 
ing one Eunice Adams (Fig 22) was discussed. It seems probable that the thought- 
ful gentleman carved in relief foi the sternpiece of some unidentified vessel (Fig. 
23) was a poitiait of the captain as he sat in his cabin, surrounded by the appur- 
tenances of his calling 



PORTRAITS 


177 


There ueie an alinofet infinite number of cigai -store portraits of famous per- 
sons. The New’-Votk Histoiioal Society owns a figure of Osceloa the Indian, and 
the Indian shown in Fig. 58 is an identified chief The Rev Caniphell (Fig. 75), 
though used at one time as a cigar-stoie figure, was oideied and executed solely 
ns a poitiait Many Howard, the file chief (Fig. 74), was a diamatically posed 
poi trait used to ornament a fire house “Col. Sellers’’ (Fig. 68) atti acted attention 
to his apothecaiy shop. We have also mentioned the likenesses of Jenny Lind that 
were made both for cigar stoics and circus wagons 

Even in the category of toys we might identify some poitrait carvings, for 
dolls aie said occasionall.v to have been caived with the features of their j'oung 
mistresses The policeman (Fig 101) might w^ell have been designed to look like 
some dignified officer personally knowm to the carver 

Among the decoiative pieces the carving of Oeoige Washington was a tiue-to- 
life poitrait even though based on earlier prints or paintings The figures of famous 
men caived by oi in the shop of Joseph Wilson foi the Timothy Dexter estate 
made up a poitiait galleiy in wood that has never been iivalled, and it is a great 
pit} that William Pitt (Fig 154) must represent them all as the sole survivor. 

The Inist of Milton by Simeon Skillin, whom we have mentioned as among the 
ablest of the eaily carveis, tops the pediment of a societal y which he made for 
Moses Biowm (Fig 180) Skilhii w’as not only a ship caivei but a “house carver 
and fuiiiituie makei’’ as well Windsor chans w^eie adveitised at the Messis 
Skillin’s sliop in Boston and a nunibei of important pieces of eigbteenth-centuiy 
fuinituio have been identified as Simeon’s woik, foi the figuies with which he 
oinamented them aic chai acteristic of his bold style The little figuie reproduced 
IS faiily bill sting with vitality and good humor, and it seems as if Skillin must 
have used some contempoiary face foi the model of his laiiiel-wieathed baid, who 
has a refiesbingl} lively, everyday look 

One Alexander Ames, who worked in the neighborhood of Buffalo, New York, 
about 18.50, seems to have specialized in carved bust poitiaits of childien. These 
caivings are quite unique in the field of folk poitiaituie and aie very similar in 
spiiit to the best of the piimitive paintings of children. Among his known portraits 
are the head of a boy in the New 5’oik State Historical Association at Coopeis- 
town and portraits of thiee sisters, one piivately owned (Fig 181) and two in 
the collections of the Albiight Ait (iallery in Buffalo and the museum at Fitchburg, 
Massachusetts 

The portrait bust of (leneral McClellan (Phg 179), wdiich was caived in 1862 
and was found in Thomaston, Maine, is of pine painted buff, white and gold. It 
.seems most likely, judging fiom its style, that this portrait, if not actually made to 
oinament some ship, wnis executed by a Maine ship caiver The iigid pose of the 
figuie contrasts interestingly wuth the rich cuives of the foliated scroll which frames 
the portrait. The face is quite expressionless, exemplifying a disciplined kind of 
Cl aft carving which exploies the planes and contours of the wood rather than the 
subtleties of peisonality. 

The unidentified woman (Fig 178) is as abstiact and immobile a portrait 
as General McClellan She is seated in a simple country chaii, and looks as if she 
might have been in the act of wnnding yarn or some such housewifely occupation. 
The piime inteiest of this figuie lies, however, in the lealm of pure carved design. 
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It 18 the balanced contours of the figure, the rhjihmic repeats of the tiered skirt 
and the linear zig-zag and dotted decoration of the dress that catch and hold our 
eye Even the head resolves itself into a pattern in which the exactly oval eyes 
and mouth are separated by a triangle of nose, the whole outlined by symmetrical 
scallops of hair 

The portrait of Henry Ward Beecher (Fig. 183) is said to have been carved 
about 1850 by a farmer named Coibin at Centerville, Indiana, during a visit which 
Beechei paid to Corbin’s home. Through the most elementary means the humble 
caiver tiansformed a log of wood into a vital figuie which communicates the inspi- 
ration of a man of God. The body enclosed in a shell-like coat serves as a plain, 
organic base for the dramatically uplifted head ; and our attention focuses on 
the squarely modeled face and tiny, tense hands that clutch and support a heavy 
Bible. The absolute simplicity of contour and plastic expressiveness make this 
homely carving a masterpiece of the highest ordei. It is a specific interpretation 
of a pioneer American life ; and it is also sculpture reduced to its universal common 
denominator. 
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